P -” Lhe 
November, 1955 


La Damnation de Faust 


Berlioz 


with SUZANNE DANCO - DAVID POLERI 
MARTIAL SINGHER - DONALD GRAMM 
The Harvard Glee Club and 
The Radcliffe Choral Society 
The Boston Symphony Orchestra 
conducted by CHARLES MUNCH 
ALP 1225-7 


VICTORIA 
DE LOS ANGELES 


with 


Orchestra of the Opera House, Rome 
conducted by 


GIUSEPPE MORELLI 


‘LA BOHEME ”’— Puccini 
Si. Mi chiamano Mimi ; Donde liesta usci 
** MEFISTOFELE ’”’— Boito 
L’altra notte in fondo al mare 
**LA CENERENTOLA ”— Rossini 
Nacqui all’ affanno e al pianto ; 

Non pit mesta accanto al fuoco 
*““CAVALLERIA RUSTICANA’’— Mascagni 
Voi lo sapete, o mamma 
“LA WALLY ”’’— Catalani 
Ebben? Ne andro lontana 
“ERNANI’’— Verdi 
Recit.: Sorta é la notte ; 

Aria: Ernani! Ernani, involami 
**OTELLO ”’’— Verdi 
Era pit! calmo?; Piangea cantando ; 
Ave Maria piena di grazia 
ALP 1284 


Sydney 


DIETRICH 
FISCHER-DIESKAU 


and GERALD MOORE 


famous song cycle 


** Winterreise,’ Op. 89 
ALPS 1298 


‘‘H.M.S. Pinafore’’ 


Henry A. Lytton - George Baker 
Charles Goulding - Darrell Fancourt 


Nellie Briercliffe - 
conducted by Sir Malcolm Sargent 


GRAMOPHONE Supplement 1 


Die Zauberfléte 


Mozart 


Cast includes WILHELM STRIENZ 
HELGE ROSWAENGE - ERNA BERGER 
TIANA LEMNITZ - GERHARD HUSCH 

The Berlin Philharmonic Orchestra 
Favres Soloisten Vereinigung 
conducted by SIR THOMAS BEECHAM, Bart. 
The world famous recording of 1937-38 ALP 1273-5 


LICIA 
ALBANESE 


with 


LEOPOLD STOKOWSKI 
and his Symphony Orchestra 
Tatiana’s Letter Scene 
** Eugene Onegin ’’— Tchaikovsky 
with Eight ’Celli and Bass 
conducted by Leopold Stokowski 
Bachianas Brasileiras No. 5 — 
Villa-Lobos BLP 1075 


Schubert's 


ALP 1299 


And a favourite Gilbert & Sullivan Double Bill 
“Trial by Jury”’ 


with 
Leo Sheffield 
Winifred Lawson 
Derek Oldham - Arthur Hosking 
George Baker 
with Orchestra 


with 


Granville - Elsie Griffin 
Bertha Lewis 





(Recorded in 1936 under the supervision of Rupert D’Oyly Carte) 


‘**H.M.S. Pinafore’? ALP 1293 and Side 1 of ALP 1294 
** Trial by Jury’ Side 2 of ALP 1294 
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(RECORD DIVISION) 


MASTER'S VOICE’? 
Play 554 r.p.m. Records 


8-11 GREAT CASTLE STREET - LONDON W.!1 





Supplement u 








Wilhelm Furtwiingler 
conducting the 
BAYREUTH FESTIVAL ORCHESTRA AND CHORUS 
with 
ELISABETH SCHWARZKOPF 
ELISABETH HONGEN - HANS HOPF . OTTO EDELMANN 


Beethoven “Choral” Symphony 


(RECORDED IN THE FESTSPIELHAUS, BAYREUTH) 
ALP 1286-7 


Leopold Stokowski 


conducting the N.B.C. SYMPHONY ORCHESTRA 
Symphony No. 6 in D “ Pastoral ’’ — Beethoven 


followed by Leopold Stokowski giving a talk on the comparison with 
Nature’s own sounds. 


ALP 1268 


Nicolai Malko 


THE PHILHARMONIA ORCHESTRA 
Casse-Noisette “‘ Nutcracker’ Suite — Tchaikovsky 
L’amour des trois oranges—Suite — Prokofiev 
CLP 1060 


Fritz Reiner 
CHICAGO SYMPHONY ORCHESTRA 
Symphonic Poem “Also sprach Zarathustra ” 
‘Salome ”’ Dance of the Seven Veils — R. Strauss 


ALP 1214 
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Symphonic Studies (1938) — Rawsthorne 


Concerto for double string orchestra — Tippett 
Recorded under the auspices of the British Council 


LONDON PHILHARMONIC ORCHESTRA 


Intermezzo and Alla marcia (from “ Karelia” Suite); 
Musette (“‘King Christian 2nd”’ Suite); 
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Robert Irving 
THE PHILHARMONIA ORCHESTRA 


** Sylvia” Ballet Music — Delibes 
CLP 1058 


Constant Lambert 
THE PHILHARMONIA ORCHESTRA 


conducted by 


Walter Goehr | 


CLP 1056 


Basil Cameron 


Galanta Dances — Kodaly = 


9 


Valse triste — Sibelius 
DLP 1100 
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Gina Bachauer 
PIANO RECITAL 


LISZT: Sonata in B Minor; Sonctto 123 del Petrarca 
(No. 6 of ““Années de pélerinage,’”” Deuxiéme Année); 
Etude in E Flat Major (No. 2 of 
‘Etudes d’éxecution transcendante d’aprés Paganini’’) 
CHOPIN: Barcarolle in F Sharp Major, Cp. 60; 

3 Ecossaises, Op.72, No. 3 


SHOSTAKOVITCH: 3 Fantastic Dances, Op. 5 
CLP 1057 


Heifetz 
RCA VICTOR ORCHESTRA 
conducted by WILLIAM STEINBERG 
Scottish Fantasy — Bruch 
with LOS ANGELES PHILHARMONIC ORCHESTRA 
conducted by ALFRED WALLENSTEIN 


Concerto in D Major — Korngold 


ALP 1288 Amadeus String Quartet 
: . NORBERT BRAININ . SIEGMUND NISSEL 
Rubinstein PETER SCHIDLOF - MARTIN LOVETT 


CHICAGO SYMPHONY ORCHESTRA 
conducted by FRITZ REINER 
Concerto No. 1 in D Minor — Brahms 
ALP 1297 


Quartets in C Major, K.465 and 
D Major, K.575 — Mozart 
ALP 1283 


Solomon 
THE PHILHARMONIA ORCHESTRA 
conducted by HERBERT MENGES 
Concerto No. 5 in E Flat ‘“* Emperor ” — Beethoven 
ALP 1300 


Menuhin and Kentner 
QUATUOR PASCAL DE LA RADIODIFFUSION FRANCAISE 


Concerto in D Major — Chausson 
ALP 1285 
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HOMAGE TO PAVLOVA, 1882-1931 
Ballet Music identified with Anna Pavlova to honour the 25th anniversary of her death 
including “‘Autumn Leaves” based on Chopin’s music and the famous dance ““The Swan” 
played by THE PHILHARMONIA ORCHESTRA conducted by EFREM KURTZ 
ALP 1301 


Recorded in collaboration with the Pavlova Commemoration Committee 





' Prices (inc. tax): 
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d — , | BLP series 27 /34d. each 
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» N) poet GREAT CASTLE STREET - LONDON .:- W.!1 





Supplement 1v 


The GRAMOPHONE 


November, 1955 


some more outstandingly fine 


GIGLI 
Ave Maria; Agnus Dei; Standchen ; Wiegenlied 
7EB6013 


Excerpt from * Rigoletto ”’ 
LEONARD WARREN - ERNA BERGER 
Pari siamo ; Figlia ! Mio padre ! 
with MARY KRESTE and JAN PEERCE 
Se non di voi ; 


Deh non parlare al misero 7ER5S056 


Excerpts from “ I Pagliacci ”’ 
VICTORIA DE LOS ANGELES 
ROBERT MERRILL & LEONARD WARREN 
* Decidi il mio destino ”’ 


JUSSI BJORLING 
‘** Vesti la giubba”’ and “ Intermezzo ”’ 
RCA Victor Orchestra 7ERS055 
conducted by Renato Cellini 


GUIDO CANTELLI 
The Philharmonia Orchestra 
Danza Finale 
(from ‘“‘ El sombrero de tres picos ’’) — Falla 
Pavane pour une Infante défunte — Ravel 
7ERS5057 


HUGO RIGNOLD 
Royal Opera House Orchestra, Covent Garden 
“La Fille de Madame Angot ”’ 
Ballet Suite 7EP7020 


more music for less money * up to 15 minutes playing time 


HENRY “RED’”’ ALLEN 
and his New York Orchestra (No. 2) 
Pleasin® Paul ; How do they do it that way?; 
Funny feathers blues; Make a country bird 
fly wild 7EG8136 


‘*Rex Stewart’s Orch.—Chicago, 2nd Nov. 1940’ 
REX STEWART 
Mobile Bay; Linger awhile; My Sunday gal; 
Without a song 7EG8137 


‘** Barbara Carroll’s Piano ”’ 
BARBARA CARROLL TRIO 
You'd be so nice to come home to; 
As long as I live; But not for me; 
I love a piano 7EG8138 
“ Mr. Crosby & Mr. Columbo ”’ 
BING CROSBY 
Just a Gigolo; I surrender, dear; 
RUSS COLUMBO 
Prisoner of love; Goodnight sweetheart 
7EG8139 


*“Artie’s in the Mood ”’ 

ARTIE SHAW and his Orchestra 
Stardust; The Carioca; Inthe mood 7EG8140 
THE MELACHRINO ORCHESTRA 
Liza; Marie; Dinah; Sally 7EG8141 
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** Benny Goodman — 1937-1938 ”’ 
BENNY GOODMAN and his Orchestra 
Swingtime in the Rockies; Sugarfoot Stomp; 
Changes; Big John’s special 7EG8142 
DORETTA MORROW & FELIX KNIGHT 
“‘ Naughty Marietta ”’ 

Ah! sweet mystery of life; Italian street song; 
I’m falling in love with someone; 
"Neath the Southern moon 7EG8144 
ROY ROGERS with Orchestra 
“King of the Cowboys ”’ 

Home in Oklahoma; Along the Navajo trail; 
Down the old Spanish trail; Roll on Texas moon 

8145 


EDDIE FISHER 
** Eddie Fisher sings ”’ 

How deep is the ocean; When I leave the world 
behind; With you; How about me? 7EG8146 
COUNT BASIE and his Orchestra 
‘“‘ The Basie Band ”’ 

Seventh Avenue express; My buddy; 
Mister Roberts’ roost; Wonderful thing 
7EG8147 
Star of Song No. 2 
RONNIE HILTON 
The Yellow Rose of Texas; Hey there ! (from 
‘“‘The Pajama Game’’); My one sin; Overnight 
7EG8149 


NEW 


ERNESTO LECUONA at the Piano 
“‘Lecuona plays Lecuona ”’ 
Malaguena ; Andalucia 
(both from “Andalucia Suite ’’) 

La Comparsa; Danza Negra; Danza Lucumi 
(All from “* Danzas Afro-Cubanas’’) 7EG8143 
‘“* Fats plays Fats ”’ 

**FATS ’’ WALLER and his Rhythm 
Ain’t Misbehavin’; Blue turning grey over you; 
Moppin’ and boppin’; Honeysuckle Rose 
7TEG8148 
The Girl with a Laugh in her Voice No. 2 

ALMA COG 


The banjo’s back in town; Go on by; 
Hernando’s Hideaway (from ‘*‘ The Pajama 
Game ’’); Blue again 7EG8151 





~ 
A record for Christmas-time | 

THE TEMPLARS | 

and George Thalben-Ball | 

Away ina manger; The first Nowell; Unto | 
us a boy is born ; Shepherds in the field | 
abiding ; See amid the winter’s snow; | 
O little town of Bethlehem; The twelve | 
7EP7021 | 

| 

| 

| 

| 


“The Old Rugged Cross ”’ 

PAUL MICKELSON ORCHESTRA 
Blessed Assurance ; It took a miracle ; 
.I’d rather have Jesus ; The Old Rugged 
7EG8150 | 


days of Christmas 
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D major. For some reason the players 
sound a shade more distant, notably when 
they are playing softly. Otherwise the 
engineers have done their work very well, 
and as both Mozart and the Amadeus are 
at the top of their form, it will be surprising 
if this does not remain the best recording of 
these works for some years. 


PERGOLESI. Concertinos for Strings : 
No. 1 in G major; No. 2 in G 
major; No. 3 in A major; No. 4 
in F minor; No. 5 in E flat major; 
No. 6 in B flat major. Sonata for 
Violin and Strings. Sinfonia for 
*Cello and Strings. I Miusici. 
Columbia 33CX1306-7 (two 12 in., 
72s. 11d.). 

I have not the advantage of knowing what 
the sleeve notes will say of these early 
Italian concertos, and I trust I am not con- 
tradicting some profound scholar (and 
thereby overcrowding future correspondence 
columns in this paper) in stating that no one 
has any idea who wrote the things. Pergolesi 
(1710-1736) was a brilliant, deformed, 
tubercular youth who did not in fact com- 
pose half the music attributed to him. His 
anticipation of the style galant in such 
authentic works as the little comic opera 
La Serva Padrona, coupled with his early 
death, quickly earned him an astonishing 
reputation out of all proportion to his 
merits. By the middle of the century, 
publishers in a number of countries were 
constantly putting Pergolesi’s name on the 
title-page of music by less fashionable com- 
posers, and no doubt retiring on the 
proceeds. Scholars have not yet brought 
order out of chaos. The publication during 
the recent war of all Pergolesi’s compositions 
looks as though it contains the complete 
works of several other composers too; a 
man who died at twenty-six could scarcely 
have produced much more than half these 
twenty-six volumes. This is not among the 
more scholarly of modern editions, to say 
the least of it. But perhaps one could hardly 
hope for new and reliable information about 
the Pergolesi (?) concertinos ; it may be 
that evidence of their origin no longer exists. 
They certainly have little or nothing in 
common with the melodiously pretty little 
tunes tinged with pathos that adorn La Serva 
Padrona and the Stabat Mater. For one thing 
they show a very high degree of contrapuntal 
skill. Their composer is completely at home 
in six parts, whereas Pergolesi in _ his 
authentic music seemed hard put to it to 
manage more than three. They are 
extremely professional four-movement works 
(slow-fast-slow-fast) with a good deal of 
fuguing and a great many pedal points. 
I must own that the frequent use of sequential 
suspensions on the violins can be paralleled 
in the Stabat Mater, but of the simple lyrical 
_ Style galant touches of his other music there 
is scarcely a trace. It is very hard to believe 
that Pergolesi wrote them. They have been 
attributed without much evidence to one 
Rauccini, of whom I know nothing. If he 
did produce these works he must have been 
a very good composer, and it is odd that 
nothing else of comparable merit by him 
seems to have survived. 

All six of these concertinos (why were 
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they not called concertos? They are not 
little works, judged by contemporary stand- 
ards) are laid out for four violins, viola, 
’cello and continuo ; they would seem to 
have been intended for one player to each 
part. Though the first violin and the ’cello 
have a number of prominent solos, these 
works do not depend for their effect, as do 
the concerti grossi of Corelli and Handel, 
on the contrast between a small group of 
instruments and a large one. More often 
than not all instruments are treated as 
equals. ‘The first has a very beautiful third 
movement, an almost operatic dialogue 
between violin and ’cello. The second ends 
with a wonderfully jubilant accompanied 
fugue. The third, after an unusually short 
introduction, surprises with a version of 
what is known in this country as ‘* Non 
nobis Domine, attrib. Byrd”’. It is here 
attrib. to someone else, being headed 
** Canone di Palestrina ’’. The whole tune 
is used, starting in strict canon much as we 
sing it and then developed. ‘The three 
remaining works are equally interesting. 

Performances are on the whole excellent 
and show a real sense of 18th-century style, 
though many will question the absence of 
a harpsichord for the continuo. Apparently 
harpsichords are very hard to come by in 
Italy. I thought the last movement of VI 
was played a good deal too fast. This 
cheerful piece comes in Stravinsky’s Pulcinella 
where it is called Tarantella and played 
very fast indeed, but that is no reason for 
similar treatment where the original is 
concerned. 

The six concertinos occupy three sides, 
the fourth being filled up with two works of 
a rather different kind ; these may or may 
not be by (a) Pergolesi, (6) the composer of 
the concertinos. The first is a violin concerto 
of the type written by J. S. Bach, though 
much less skilfully organised. The solo part 
is well written but the music as a whole lacks 
quality. The gap near the end of the slow 
movement should surely have been filled in 
with a short cadenza. The remaining piece 
on the fourth side is a ’cello sonata, and a 
fine work it is. The finale is familiar as the 
ludicrous trombone-double bass duet in 
Pulcinella. Unfortunately, instead of the 
continuo accompaniment the composer 
wrote, someone has invented string parts 
and these both sound out of period and 
cover up the solo ’cello. The engineers have 
done their best but their somewhat unreal- 
istic balance brings up the other bass 
instruments as well as the soloist, without 
however getting the upper strings in 
perspective. This music cries out for a 
harpsichord. 

The ’cello sonata apart, all this music is 
beautifully recorded, with a nice resonance 
to top off the string quality. I hope no one 
will be deterred from these discs by the fact 
that Pergolesi’s hand in them is doubtful ; 
they are fine concertos whoever wrote them, 
and very well played. 
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SCHUBERT. Quartet No. 14 in D 
minor, “ Death and the Maiden ”’, 
D.810. Armenian State String 
Quartet. Columbia 33CX1284 (12 
in., 36s. 54d.). 

SCHUBERT. Quartet No. 14 in D 
minor, “ Death and the Maiden”’, 
D.810. Koeckert Quartet. D.G.G. 
DGM 18043 (12 in., 36s. 54d.). 
Hungarian Quartet (4/53) CLP1152 
Amadeus Quartet (1/54) (H)ALP1088 


Vienna Philharmonic Quartet (4/54) LGX66016 
Barchet Quartet (6/55) PL8810 


Both these new versions are well recorded, 
with a most agreeable sound lacking only 
perhaps something of resonance—but, in a 
string quartet, much better that than an 
excess of the reverse. 

Both versions are well played, too ; 
particularly in the case of the Koeckert 
Quartet. It might be thought that their 
variation movement is rather unduly mourn- 
ful ; but they do compensate for this in a 
particularly vigorous and effective account 
of both the scherzo and the finale. The 
Armenian State String Quartet, on the 
other hand, find vigour rather harder to 
come by, and though there are many fine 
moments in their performance (the “* hunt- 
ing horn ”’ variation, for example, is played 
entirely winningly), there is also a curious 
habit of disrupting the flow of a movement 
by unconvincing midstream changes in its 
basic tempo. 

This is really the principal factor that 
leads me still to prefer the Amadeus version 
on H.M.V. ALP1088. The fine sound of 
the Koeckert Quartet might indeed have 
made the new D.G.G. version strongly 
competitive ; but in this, Schubert’s vari- 
ation movement suffers the misfortune of 
being divided between the two sides of the 
record. Where this can be avoided (and, 
among the strong candidates, the Amadeus 
and Armenian versions both declare that 
here it can), it would be unreal to recom- 
mend enduring it save to secure some real 
compensating advantage; and no such 
advantage over the excellent Amadeus 
version exists in this case. M.M. 


SCHUMANN. String Quartet, Op. 41, 
No.1. String Quartet, Op. 41, No. 3. 


Curtis String Quartet. 
5166 (12 in., 36s. 54d.). 

Of Schumann’s three string quartets, the 

F major (the hardest to play) was recorded 
in 1952 by the Italian Quartet, and now the 
Curtis Quartet have recorded the two 
remaining works on a single disc, and on 
the whole I recommend the result. Both 
works have one rather weak movement, 
the A minor (No.1) a slow movement which 
sounds like an arrangement of a piano 
piece, and the A major a finale based on 
one of the most irritating tunes I know. 
Schumann always suffered from the delusion 
that tunes in quick, persistent dotted rhythms 
sound cheerful ; perhaps they do in small 
doses, but by the time this one is coming 
round for the seventh time the effect is 
extremely depressing. But how lovely some 
of the other music is. The A major starts 
with melting tenderness, and has a most 
ingenious scherzo in variation form, while 
the last movement of the A minor has a 
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strength and contrapuntal deftness that are 
most unusual in Schumann. Both works 
are played with sympathy and evident 
enjoyment. Rather a large number of 
minute but nevertheless noticeable imper- 
fections emanate from the first violin, but 
he plays with considerable intelligence and 
feeling. There is nothing velvety about this 
quartet ; the scherzo of the A minor sounds 
decidedly rough, and pleasantly vigorous. 
The players were either recorded in a 
hall with unusually good acoustic properties 
or they were given added resonance after- 
wards by artificial means. Whichever it was, 
the results are extremely satisfying, and the 
quality generally seems to me better than 
that of most of the recorded quartets I have 
heard lately. R.F. 


TCHAIKOVSKY. Quartet No. 2 in 
F major, Op. 22. Armenian State 
String Quartet (Komitas String 
Quartet). Columbia 33CX1279 
(12 in., 36s. 54d.). 

I must confess that I had never heard 
this quartet before. It seems to me an 
inconsistent work, but on the whole interest- 
ing in a mild way and just worth recording. 
Movements do not seem to add up to 
unified wholes ; for instance, the scherzo 
and trio do not “ belong” to each other 
(the latter being a poor piece of salon music) 
and the fugue near the end of the finale 
seems uncalled for in its context. But each 
movement flickers into something worth 
while every now and again. 

The playirg is not as good as one would 
expect from one of Russia’s leading quartets. 
The leader’s intonation is uncertain, notably 
near the end of the last movement, and he 
** scoops ’? a shade too much for my taste. 
Much of the playing is vigorous though not 
refined. The recording is excellent. R.F. 


INSTRUMENTAL 


BACH, J.S. Fantasia-Rondo in C minor. 
Aria variata alla maniera italiana 
in A minor. 

BACH, C. P. E. Rondo in G major. 
Sonata in E minor. 

BACH, W. F. Fugue in D minor. 
Fugue in E flat major. Polonaise 
in F major... Ruggero Gerlin 
(harpsichord and piano). L’Ojiseau- 
Lyre OL50097 (12 in., 36s. 54d.). 

‘“This disc,”’ the sleeve note tells us, 

*‘ illustrates not only the keyboard music 

of J. S. Bach and two of his most distin- 

guished sons, but also the historic change 
from the harpsichord to the pianoforte, 
which took place in the second half of the 

eighteenth century ’’. The first of the J. S. 

Bach pieces is of doubtful authenticity and 

neither it (if it is his) nor the Air with 

variations represent the greater Bach, though 
both make pleasant hearing as played by 

Ruggero Gerlin. In the remaining pieces 

by Bach’s sons, Mr. Gerlin proves himself 

to be an admirable pianist and I particu- 
larly enjoyed the Fugues and Polonaise of 

W. F. Bach, fine music that we need to 

know better. 

C. P. E. Bach’s Rondo is interesting 
because of the style of writing for the piano 
and its harmonic aspects but it goes on too 


The GRAMOPHONE 


long and ends by becoming rather weari- 
some. The recording is very good. A.R. 


BACH. Sonata No. 2 in A minor. 
Partita No. 2 in D minor. Johanna 
Martzy (violin). Columbia 33CX1287 
(12 in., 36s. 54d.). 

BACH. Partita No. 2 in D minor, 
BWV1004. Wolfgang Schneiderhan 


(violin). D.G.G. Archive AP13029 
(10 in., 27s. 34d.). 
Sonata No. 2: 
Telmanyi (11/54, LXT2952 
Partita No. 2: 
Caipoli (8/51) LXT2596 
Telmanyi (11/54) LX T2952 
Milstein (10/55) CTL7088 


Partita No. 2 is also known as Sonata 
No. 4. Sonata No. 2 is also known as 
Sonata No. 3 (and Sonata No. 3 is also 
known as Sonata No. 5). Confusion, 
however, is reduced to manageable pro- 
portions by Bach’s foresight in not dup- 
licating any keys throughout the entire set 
of six works: if it is by Bach for un- 
accompanied violin, and is in the right key, 
it’s the work you’re looking for. 

Johanna Martzy’s pairing continues the 
set of which the first release was reviewed 
last month. She brings the same qualities 
of beautiful tone and poetry of style to bear 
on these works as on the others, perhaps 


with a rather greater range of volume. It - 


is, however, an easy-going style of per- 
formance, with consequent occasional vir- 
tues (for example, the leisurely triplet- 
fashion interpretation—surely a _ correct 
one—of the dotted quavers in the Corrente 
of the Partita) and also consequent 
occasional drawbacks (for example, a way- 
ward rhythm in the Andante of the Sonata). 

Miss Martzy’s overall reticence seems all 
the more striking when considered along- 
side the other new version of the Partita ; 
for Schneiderhan’s performance is truly 
commanding. Not for him any easing-off 
of dots ; instead he sets the style with his 
very first note by halving the up-beat 
(again, possibly very correctly) to increase 
the vigour of his attack. The Chaconne— 
indeed, the whole Partita—is a glorious 
sweep of sound, helped along in continuity 
in one place by a change of Bach’s texture. 
Among the non-Vega bow performances 
this ranks with Milstein’s as being both 
entirely convincing in style, and a technical 
demonstration of violin-playing of the very 
first order. It is also brilliantly recorded ; 
unwilling originally to comment on a hum 
on the Capitol disc, thinking it might be 
my motor, or a surface on the Columbia 
disc, thinking it might be my stylus, the 
excellence of the Archive gives me the 
courage of my convictions: for both sound 
and sense it ranks very highly indeed. M.M. 





“ Voices of the Past ” 

Sub-titled “‘ Vocal Recordings, 1898-1925, 
Part One, H.M.V. Nos. 151 to 2-2733”’, 
this booklet lists numerically all Vocal 
Recordings issued by The Gramophone 
Company and The Gramophone & Type- 
writer Company during the period 1898- 
1925. The work has been undertaken by 
John R. Bennett and is available from 
The Oakwood Press, Bucklands, Tandridge 
Lane, Lingfield, Surrey, price 5s. 6d. 


‘though he had something to hide. 
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BEETHOVEN. Sonata No. 23 in F 
minor, Op. 57, “ Appassionata ”’, 
Sonata No. 28 in A major, Op. ror. 
Solomon (piano). H.M.V. ALP1272 
(12 in., 36s. 54d.). 


—— as above : 

ackhaus 9/52) LX 

Sonata No. 23: (0/82) mans 
Frugoni (5/53) PL7160 
Gieseking (10/53) 383CX1055 
Fischer , (1/54) (H)ALP 
Malcuzynski (4/54) 383CX1144 
Matthews (8/54) 383SX1023 
Bedure- Shoda oH WLP5184 

rodnitzki 
Sonata No. 28: ares) onal 


Levi MWL304 
The Appassionata is music “ to tear a cat 
in, to make all split’, and Solomon goes 
all out on the Sturm und Drang side of it, 
giving the most impetuous and exciting 
performance yet recorded. Some will think 
he overdoes the impetuosity at times. For 
instance, at the end of bar 16 he shortens 
the quiet fourth beat to emphasise the 
surprise of the subsequent /ortissimo, and 
then tears off the loud chords at a tremendou 
speed. It is at this point that Beethoven 
begins to alternate between suddenly soft 
bars and suddenly loud ones, but we never 
hear the ictus of the first soft chord for it 
has been drowned by the reverberation of 
the loud music before it. Solomon is not 
the only pianist who resorts to this trick ; 
Gorodnitzki is another. It seems effective 
enough at first, but I am not sure how it 
will wear. Solomon occasionally sacrifices 
clarity in rapid passages by using slightly 
too much pedal, and there are tiny lapses 
at the recapitulation of the first movement 
where the repeated bass notes are not quite 
as clear and rhythmic as they should be, 
and the right-hand semiquavers at the end 
of this passage are totally inaudible. Never- 
theless this tempestuous performance has 
tremendous breadth. The slow movement 
is wonderfully controlled, and the last, 
which is played very fast indeed, sounds 
unusually effective. Frugoni’s tempi and 
rubato are somewhat similar to Solomon’s, 
though he achieves greater clarity in some 
of the quick runs. I would say that 
Solomon’s and Frugoni’s versions are the 
most realistically recorded of all those listed 
above, with Solomon’s just preferable on 
account of its greater intensity. Gieseking 
and Badura-Skoda are not far behind, 
while in a different way Denis Matthews gives 
a thoughtful and interesting performance. 
Backhaus couples the same two Sonatas 
as Solomon but does not really come into 
the picture because of the extreme shallow- 
ness of the recording. I prefer Backhaus’s 
playing of the finale of the A major, 
Solomon giving a rather scrambly perform- 
ance, again with a little too much pedal as 
But 
there is all the difference in the world 
between the first movements. Backhaus 
begins as though he were thinking of some- 
thing else, on several occasions putting his 
left hand down before the right in the most 
casual way. Solomon begins as though he 
thought this one of the loveliest openings in 
all music ; which it is. In the last analysis, 
Solomon’s playing of Beethoven is so very 
good just because he always leaves one with 
the feeling that the music is even greater 
than one remembered it. R.F 
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After the great success of the ‘Enigma’ Variations... 


another magnificent recording by 


SIR THOMAS BEECHAM, Bart. 





PHILIPS 
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LONG PLAYING RECORDS. 


with The Royal Philharmonic Orchestra 


MOZART 
Symphony No. 35 in D Major, K. 385 (‘Haffner’) 


& Symphony No. 36 in C Major, RK. 425 (‘Linz’) 
ABL 3067 





(PG973) 





XXX 


EDUARD VAN BEINUM 


The GRAMOPHONE 


PAUL VAN KEMPEN 
conducting The Concertgebouw Orchestra 


Symphony No. 5in E Minor 
TCHAIKOVSKY ABL 3005 


* This is, perhaps, the best performance of this symphony 
yet to appear on L.P. The Concertgebouw Orchestra 
plays with its customary virtuosity and van Kempen is 
able to produce a performance of great fire and verve.’ 

(E. M. G.. MONTHLY LETTER) 


EUGENE ORMANDY 
conducting The Philadelphia Orchestra 
Ein Heldenleben R. STRAUSS 
ABL 3061 


*, . . there is no denying that this music suits the 
Philadelphia Orchestra and its conductor down to the 
ground. This is a fine performance, and the recording is 
full and rich. | personally liked the quality of it very much, 
and the balance of the instruments is very good too.’ 

(R. F., THE GRAMOPHONE) 


EDUARD VAN BEINUM 


conducting The Concertgebouw Orchestra 
Symphony No.2inD BRAHMS 
ABL 3020 


‘ There is much that is extremely good here, and nobody 
will question van Beinum’s admirable grasp of the work 
as a whole: his tempi could hardly be bettered 
anywhere.’ (D. S., THE GRAMOPHONE) 








PAUL VAN KEMPEN 








CRS 


EUGENE ORMAND 





SIR THOMAS BEECHAM, Bart. 
conducting 
The Royal Philharmonic Orchestra 
**Enigma’”’ Variations, ‘* Cockaigne ”’ 
Overture, String Serenade ELGAR 
ABL 3053 


* The finest performance ever recorded ... and perhaps 


the finest ever played.’ 
(CECIL SMITH, DAILY EXPRESS) 


WILLEM VAN OTTERLOO 
conducting The Hague Philharmonic 
Orchestra and the Netherlands 
Kammerchor 
‘‘Daphnis et Chloé’’ (lst & 2nd Suites) 
RAVEL ABR 4019 


‘To have the two Daphnis and Chloé Suites coupled on 
one ten-inch record is certainly a convenience, particu- 
larly when they are cs well recorded as on this present 
disc. ... the strings, in style and in sound, are always 
luscious in the highest degree. The choir sing well.’ 

(M. M., THE GRAMOPHONE) 


DIMITRI MITROPOULOS 
conducting The Philharmonic Symphony 
Orchestra of New York 
Symphony No. 10 in E Minor 
SHOSTAKOVITCH ABL 3052 


‘The performance and the recording are magnificent. 
The quality of the orchestra sound is in the very highest 
class, and the playing which is reproduced is unfailingly 
sensitive and accomplished. The surfaces are quite 
exceptionally silent. Altogether this disc is something 


of a triumph for Philips.’ 
(JEREMY NOBLE, RECORD NEWS) 
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Brahms’ First Symphony, Beethoven’s Fifth, the Tchaikovsky 
B flat minor. ..do you automatically think of them as ‘‘ 12-inch 
works’? Then look at this list...and look again! For on 
Philips, and only on Philips, each is available in a ten-inch 
version — absolutely complete. Here’s your best ‘buy’ by far: 


superlative artists, superlative recording, superlative value! 


BRAHMS FAURE 
Symphony No. 1 in C Minor, Op. 68 Requiem, Op. 48- — 
The Philharmonic-Symphony Orchestra  Pierrette Alérie (Soprano) 
of New York Camille Maurane (Baritone) 
conducted by BRUNO WALTER Elisabeth Brasseur Choir 
ABR 4037 Marcel Duruflé (Organ) 
The Lamoureux Orchestra 
KHACHATURYAN conducted by JEAN FOURNET 
ABR 4012 | 


Concerto for Piano and Orchestra 
YURI BOUKOFF (Piano) 

The Hague Philharmonic Orchestra 
conducted by WILLEM VAN OTTERLOO SCHUMANN 


ABR 4039 ’Cello Concerto in A Minor, Op. 129 
PABLO CASALS (Cello) 
DEBUSSY The Prades Festival Orchestra 
ABR 4035 


Images (Set III for Orchestra) 
TheConcertgebouw Orchestra(Amsterdam) 
conducted by EDUARD VAN BEINUM 


ABR 4032 PROKOFIEV 
Symphony No. 7, Op. 13] 
TCHAIKOVSKY The Philadelphia Orchestra 
Piano Concerto No. 1 in B Flat Minor, Op. 23 ee by EUGENE ORMANDY 
ALEXANDER UNINSKY (Piano) 
The Hague Philharmonic Orchestra 
conducted by WILLEM VAN OTTERLOO 
ae, BEETHOVEN 
Piano Concerto No. 1 in C Major, Op. 15 
R. STRAUSS RUDOLF SERKIN (Piano) 


The Philadelphia Orchestra 


Don Juan, Op. 20 conducted by EUGENE ORMANDY 


Till Eulenspiegels Lustige Streiche, Op. 28 


ABR 4040 
TheConcertgebouw Orchestra(Amsterdam) 
conducted by EUGEN JOCHUM 
ABR 4009 
KODALY 
SAINT-SAENS Dances from Galanta 
, , Dances of Marosszek ' 
Symphony No. 3 in C Minor, Op. 78 . 
Feike Asma (Organ) The Vienna Symphony Orchestra 


conducted by RUDOLF MORALT 


The Hague Philharmonic Orchestra NBR 6009 


conducted by WILLEM VAN OTTERLOO 





NBR 6021 

MASCAGNI 

“CAVALLERIA RUSTICANA” DH | LI DS 

—complete 
Margaret Harshaw (Soprano) , 
Richard Tucker (Tenor) LONG-PLAYING RECORDS 
Frank Guarrera (Baritone) , 
Thelma Votipka (Contralto) a bee a = re 9 
Mildred Miller (Contralto) h~contamg yer rt ms 
The Metropolitan Opera Orchestra and ri bi te pe ae a a. 
Chorus ) . 
conducted by FAUSTO CLEVA ABE 7’ Red Label 12/7d. 


ABR 4000/1 ‘“NBE 7’ GreenLabel 11/33d. 
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PHILIPS EXTENDED PLA 


PABLO CASALS 
First and Second Sant Marti Del Canigo; 
Cant Del Ocells; *Nana 


PABLO CASALS (’Cello) 
Releases on 45 R.P.M. etme 


ABE 10004 


J. S$. BACH 
Fugue in A Minor 
(Schweitzer Ed. Vol. IV, No. 6) 
Prelude in D Major be fee 
(Schweitzer Ed. Vol. II, No. 12) _ eo 
ALBERT SCHWEITZER (Organ) —s 
ABE 10000 

SCARLATTI 
Sonata in E Major, L.23 
Sonata in A Major, L.395 
Sonata in D Major, L.411 
Sonata in B Minor, L.449 
Sonata in D Major, L.463 
ROBERT CASADESUS (Piano) 
ABE 10001 





PABLO CASALS 


LEHAR 
Waltzes from ,“‘Eva’’, ‘‘Vilia”’ 
(From ‘*‘The Merry Widow’’) 
Gold and Silver Waltz, Op. 79 
The Philadelphia Orchestra 
conducted by EUGENE ORMANDY 
NBE 11000 






‘. os Fy F ;. 
ROBERT CASADESUS ELGAR 


EUGENE ORMANDY 





BRAHMS Pomp and Circumstance Marches, 
Hungarian Dances, Nos. 1, 3, 10 & 17 Nos. 1, 2,4 &5. Op. 39 
The Philharmonic-Symphony The Royal Philharmonic Orchestra 
Orchestra of New York conducted by STANLEY POPE 
conducted by BRUNO WALTER NBE 11002 
ABE 10002 MICHAEL RABIN 


Zigeunerweisen, Op. 20 (Sarasate) 
Perpetual Motion, Op. 11 (Paganini) 
Perpetual Motion (Novacek) 
MICHAEL RABIN (Violin) 

with Symphony Orchestra 
conducted by Donald Voorhees 

NBE 11003 





BRUNO WALTER 


Philips Electrical Limited, Gramophone Records Division, 179-185 Great Portiand Street, London, W.1. 
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MOZART 
*‘O Isis and Osiris” 
‘Tn Diesen Heil’gen Hallen’’) 


(From ‘‘The Magic Flute’’, Act 2) 
OTTO EDELMANN (Bass) 


The ‘‘Wiener Symphoniker’’, 
The Vienna Chamber Choir, 


conducted by WILHELM LOIBNER 
Maurerische Trauermusik’’, K.477 
(Masonic Funeral Music) 

The ‘‘Wiener Symphoniker” 
conducted by 

BERNHARD PAUMGARTNER 
NBE 11005 


FRANCESCATTI 





with Symphony Orchestra 
conducted by JEAN MOREL 
ROMANCES for Violin and 
Orchestra—BEETHOVEN 
No. 1inG, No.2inF 

ABE 10003 


ZINO FRANCESCATTI 


FATHER SYDNEY MacEWAN 


The Meeting of the Waters 

Mowing the Barley 

Kelly, the Boy from Killann 

The Rowan Tree 

with Philip Green and his Orchestra 
NBE 11008 


BOYD NEEL ORCHESTRA 


Conducted by CEDRIC DUMONT 
Waltz (String Serenade)— 
TCHAIKOVSKY 

Notturno for Strings—DVORAK 
‘In Popular Style’ (Im Volkston)— 
GRIEG NBE 11006 


MURIEL SMITH 


with DANIEL KELLY (Piano) 
NEGRO SPIRITUALS 

Weepin’ Mary 

Honour, Honour 

Nobody Knows 

Swing Low, Sweet Chariot 
Were You There? NBE 11007 


PHILIPS Srénadid Play | 





Philips are world-renowned makers of radiograms, record players and record playing equipment incorporating the famous Philips ‘Featherweight’ Pick-up. 
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COUPERIN. Messe des Paroisses. 
Stig Rasjo (organ). London Inter- 
national TWV691110 (12 in., 36s. 54d.). 
Recorded on the organ of Varfrukyrkan, 
Skanninge. 

Gaston Litaize (6/55) DTL93039 

Reviewing the earlier recording of this 
Mass, D.S. made quite clear the drawbacks 
of playing in shapeless and _ relentless 
succession only the organ excerpts from a 
work whose concept is essentially the alter- 
nation of organ interludes with choral plain- 
song. London’s new version of the same 
excerpts, far from putting matters right, 
does Couperin the greater disservice in that 
it doubles the chances of a false estimate of 
his work gaining currency. 

The new recording is, however, clearer 
than the old, and some of the tone-qualities 
of the Skanninge organ are intriguing ones. 
Rasjo does, however, produce them by the 
use of a substantial proportion of mixtures 
and mutations ; whereas the registration of 
Litaize is probably closer to that which 
Couperin had in mind, and also on the 
whole probably more attractive to listen to. 

Both records misrepresent the composer 
substantially ; but anyone intending never- 
theless to choose between them might well 
be guided primarily by his preference in 
general for Scandinavian or French organs. 


DEBUSSY. Préludes—Book II. Walter 
Gieseking (piano). Columbia 
33CX1304 (12 in., 36s. 54d.). 

Only a supremely optimistic or a very 
vain pianist will attempt to record these 
Preludes now that Gieseking has done so. 
Neither the playing nor the recording can 
be faulted ; after all, he has for years been 
the chief exponent of Debussy’s piano music 
outside France, and I very much doubt 
whether any French pianist could better 
these performances. Gieseking has both the 
understanding and the technique for con- 
veying the half-lights and shadowy under- 
statement in these pieces, as also the humour 
that General Lavine and Samuel Pickwick need. 
Anyone who already has the first book of 
Preludes recorded by the same artist in 1954 
will automatically buy this set, and I hope 
many other people will do so too. 

It may help readers if I give the titles of 
the twelve pieces on this disc: Brouillards ; 
Feuilles mortes; La Puerta del Vino; Les 
Fées sont d’exquises danseuses;  Bruyéres ; 
General Lavine—eccentric; La terrasse des 
audiences du clair de lune ; Ondine ; Hommage 
aS. Pickwick, Esq., P.P.M.P.C.; Canope ; 
Les tierces alternées ; Feux d’ Artifice. R.F. 


DRDLA. Souvenir. 

ELGAR. La capricieuse, Op. 17. 
Campoli (violin), Eric Gritton 
(piano). Decca 45-71085 (7 in., 
7s. 74d.). 

Campoli could play this music in his 
sleep, and very frequently did before the 
war in his light music days. He combines 
a knowledge of such pieces with a matured 
classical technique as does no other violinist 
I can think of, and, distance having perhaps 
made the heart grow fonder, he plays the 
music with sympathy and ‘affection and 
in:mense skill. The Drdla sounds quite 
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ravishingly beautiful, the Elgar (a poorer 
piece of music) rather less so, but even this 
seems better than it really is. Eric Gritton 
accompanies with customary care, and the 
recording is very good indeed. R.F. 


FAURE. Nocturnes: No. 5 in B flat 


major, Op. 37. No. 8 in D flat 
major, Op. 84, No. 8. No. 2 in B 
major, Op. 33, No. 2. No. 7 in C 





minor, Op. 74. Kathleen 
Long (piano). Decca LW5194 (10 in., 
18s. o4d.). 


Kathleen Long has already recorded two 
of the most likeable of Fauré’s Nocturnes 
(Nos. 4 and 6) on “ Recital ” records, and 
also the last and most enigmatic of the later 
ones (No. 13). On her new record are four 
of the earlier and more approachable 
specimens, and they include the wonderful 
C sharp minor (No. 7), a really big compo- 
sition by any standards ; this alone makes 
the record worth getting. I doubt if any 
other British pianist would have managed 
these pieces better, if indeed as well. Miss 
Long has been playing and thinking about 
them all her life, and she seems able to 
catch that elusive quality in Fauré’s music 
that evades so many British musicians, and 
translate it into convincing, beautiful sound. 
I did feel that the beginning and end of the 
Fifth Nocturne needed more tranquillity 
than she allowed it, but the middle of this 
piece was superbly managed. 

The recording is good, and the sleeve- 
note is to be commended for being both 
sensible and short; it is a pity that it is 
not signed. R.F. 


SCHUBERT. Impromptus, Op. go.: 
Impromptus, Op. 142. Rudolf 
_ Firkusny (piano). Philips NBL5014 
(12 in., 32s. 44d.). 
— as above : 
Goldsand (12/53) CLP1146 
a Op. 90: 
(12/53) (H) BLP1007 
Gotan. Skoda (3/54) WLP6205-1 


(8/54) PL6690 


(9/53) LXT2781 
(3/54) WLP6205-2 
hwalb (4/54) TW22-002 
Schnabel (7/54) (H)BLP1030 


First of all, let us consider the cash angle. 
The new Philips record gets both sets of 
Schubert Impromptus onto one disc. So 
does the Nixa version played by Goldsand. 
As the Philips record is slightly better 
engineered and slightly better played, it 
is also the better value. But if you only want 
the Opus go set, Badura-Skoda and Frugoni 
are equally economic as they get all four 
pieces onto one side and there is something 
else for your money on the other. Of these 
Badura-Skoda is ruled out because of the 
woolly piano quality ; Frugoni, however, is 


Fru 
Impromptu, Op. 142 
ae ll Skoda 


' still in the running as the piano quality on 


this disc is quite miraculously realistic and 
leaves all the others well behind. If only 
his performance were. the best, the choice 
would be easy ; but it isn’t. Slightly less 
attractive economically are the two Schnabel 
ten-inch discs, and they have the further 
disadvantage of being transfers from 78s ; 
but Schnabel’s is still the finest performance. 
At the bottom of the list from the cash 
angle are the Badura-Skoda, Curzon and 
Schwalb versions of the Opus 142 set ; each 
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spreads the four pieces over two twelve-inch 
sides. I believe Curzon studied these pieces 
with Schnabel, which may partly explain 
the fact that his performance is the best of 
these three. 

To sum up, Schnabel gives the.. best 
performance, Frugoni is the best recorded, 
and the new Firkusny combines economy 
with quality. Firkusny plays these pieces 
with fine musicianship and exemplary 
technique. He chooses what seems to me 
the perfect tempo for the G flat (Op. go, 
No. 3) ; Schnabel and Frugoni are very 
fast here, playing 80 minims to thé minute 
(Frugoni is the only pianist who plays this 
piece in the published key of G major 
instead of the key Schubert wrote it in), but 
whereas Frugoni seems to rush, Schnabel 
somehow manages to make this tempo 
poetic and convincing. Goldsand dawdles 
at 52 minims a minute, which is easily the 
slowest recorded tempo. Firkusny at 64 
catches the nocturne atmosphere this piece 
needs. He might with advantage have 
played the wonderful C minor with a little 
more feeling, and in the F minor Impromptu 
that opens the Opus 142 set he slightly mars 
the “ cross-hands ” section by playing the 
semiquavers too loud so that the duet above 
and below them does not always stand out 
sufficiently. But these are small faults in an 
an excellent disc. R.F. 


SCHUBERT. Piano Sonata in A major, 
D.664. Piano Sonata in G major, 


“Fantasia”, D.894. Friedrich 
Wiihrer (piano). Vox PL8590 (12in., 
36s. 54d.). 
Sonata, 0.664: 

Goldsand (10/53) CLP1148 


Badura-Skoda (3/54) WLP6205 

Both these Sonatas are radiantly beautiful, 
and it is surprising that the G major is so 
little known. This work is not usually 
published among the Sonatas as Schubert, 
for reasons best known to himself, chose to 
call it Fantasia. Friedrich Wihrer makes 
a fine job of both works. He gives an 
impression of great power and great 
restraint ; some may prefer their Schubert 
a little less intellectual and a little more 
sentimental, but even as I write these words 
I remember the tenderness with which he 
plays the little Trio in the Fantasia. He 
has, in fact, plenty of variety. In the A 
major he leaves Badura-Skoda and Goldsand 
well behind. 

None of the three A major Sonatas is 
really well recorded. The Wiihrer, which is 
by no means the worst, has a good deal of 
surface noise: (not apparent for some reason 
in the Fantasia), and the pianist seems to 
recede into the background whenever the 
music goes soft. But do not let this deter 
you from hearing these imaginative poetic 
sonatas played with the careful consideration 
and intellectual grasp that Wihrer brings 
to them. R.F. 


TCHAIKOVSKY. “The Seasons”, Op. 
37. Eva Wollman (piano). Nixa 
WLP5290 (12 in., 36s. 54d.).. 

Tchaikovsky wrote these twelve pieces 

(one for each month of the year) as pot- 

boilers intended for young ladies to play to 

their mamas and visiting relations. They 





228 


are admirable for their purpose, but I 
cannot imagine anyone wanting to sit down 
and listen to them over and over again. In 
fact I really do not know why they were 
recorded. Tchaikovsky was no great shakes 
at piano music but he wrote plenty more 
worth recording than these pieces. The 
Doumka (Op. 59), and the Six Pieces on 
One Theme (Op. 21), have not yet appeared 
on LP discs and deserve to do so, and so do 
many of the Opus 72 set. But The Seasons 
should be left to the amateur. They contain 
too much imitation Schumann, and not 
enough Tchaikovsky. Eva Wollman plays 
them nicely and they are well recorded. 
R 


BACHAUER PIANO RECITAL. Sonata 
in B minor; Sonetto 123 del 
Petrarca, No. 6 of ‘‘ Années de 
pélerinage ”’, Deuxiéme Année ; Etude 
in E flat major, No. 2 of “‘ Etudes 
d’éxecution transcendante  d’aprés 
Paganini” (Liszt). Barcarolle in F 
sharp major, Op. 60; 3 Ecossaises, 
Op. 72 No. 3 (Chopin). 3 Fantastic 
Dances, Op: 5 (Shostakovitch). Gina 
Bachauer (piano). H.M.V. CLP1057 
(12 in., 32s. 44d.). 

It is a truism to say that Bachauer is at 
her best in the type of music that defeats 
almostall otherwomen pianists. She certainly 
gives a remarkable performance of the 
Liszt Sonata, playing it with authority, 
assurance and a steely technique that at 
times suggests Horowitz. Not that she 
follows the less attractive features of 
Horowitz’s performance of this work, and 
I was glad to hear the fff pesante chords 
(where the music goes into four sharps) 
played at their proper speed. She tears off 
the “* transcendental ”’ study with an almost 
humorous gusto that is very attractive. 
Perhaps she does not quite realise the poetry 
of the Barcarolle’s opening pages, but she has 
fully grasped the sweep and grandeur of 
the end. The little Chopin Ecossaises are 
deliciously done and so are the early 
Shostakovitch dances; both these sets, 
curiously enough, were written when their 
composers were sixteen. 

On my copy the quiet end of the Liszt 
Sonata is slightly marred by what sounds 
like tape noise ; there are traces of this on 
the other side too. Even so I would strongly 
recommend this disc. R.F. 


RECITAL OF FRENCH MUSIC. °’Cello 
Sonata in D minor (Debussy). Piéce 
en forme de Habanera (Ravel). 
Aprés un réve; Papillon, Op. 77 
(Fauré). Serenade, No. 8 of “ Chan- 
sons Gaillardes ” (Poulenc). *Cello 
Sonata in G major (Bréval). Violin 
Sonata in E major—arr. for ’cello 
(Francoeur). Pastorale (Couperin). 
Janos Starker (’cello), Leon Pom- 
mers (piano). Nixa PLP708 (12 in., 
36s. 54d.). 

The fact that half these pieces are tran- 
scriptions need give us little pause, for the 
solo ’cello repertoire is still a thin one, and 
until more composers take to writing for the 
instrument we cannot hope for recitals con- 
sisting entirely of originals. More to be 


' frowned on, perhaps, is an edition of Bréval’s 
attractive sonata which makes so free with 
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the text that its composer (contemporary 
with, but longer-lived than, Mozart) would 
scarcely recognise it. However, as it serves 
for some spectacular playing by this phenom- 
enal ‘cellist, our critical faculties are sus- 
pended; and our admiration for his 
sparkling technique and sureness of inton- 
ation is increased by his treatment of the 
finale of the Francoeur Violin Sonata (and 
of the Fauré Papillon, which actually is a 
’cello piece). I am sure Starker would think 
nothing of playing a Sarasate virtuoso piece 
in the original violin register. At the same 
time, he can be quietly restrained when 
necessary, and he modulates his tone 
beautifully. The most considerable work on 
this disc is the Debussy Sonata, which has the 
requisite fantasy, but in which the piano 
seems a bit far in the background and rather 
tinny in quality. But on the whole this is a 
disc full of delights. LS. 


GUITAR MUSIC OF SPAIN. Estudio 
XII (Sor). Recuerdos de la Alham- 
bra; Capricho arabe (Tarrega). 
Garrotin ; Soleares (Turina). Sevill- 
ana; Leyenda; Oriental (Albeniz). 
El circulo magico; Cancién del 
fuego fatuo (Falla). Anecdote I; 
Neblina (Segovia); Serenata bur- 
lesca (Torroba). Laurindo Almeida 
(guitar). Capitol CTL7089 (12 in., 
36s. 54d.). 

Little as I ordinarily care for recital discs, 
this one held my attention firm throughout, 
for the programme is conspicuously wel! 
chosen, taking into account contrast, chron- 
ology and all the other factors of good pro- 
gramme building, and in addition the 


‘playing is quite masterly and the recording 


beautifully faithful and free from any surface 
noise. Mr. Almeida is a distinguished 
American guitarist known in concert circles 
as well as in the jazz world (you may have 
come across his solos with the Kenton 
Orchestra), and here proves that he has 
delicacy and artistry as well as admirable 
technique (e.g. in the Albeniz Leyenda). 
Perhaps his best performances here are in 
the two pieces of Turina’s Hommage a Tarrega 
(the Garrotin is first-rate) and the brilliant 
Tarrega transcription of Albeniz’s Sevillana : 
there are some beautifully-placed harmonics 
in the Torroba piece, and the Segovia 
Anecdote (a gay little 3/4-6/8 pun) is attrac- 
tively presented. Only twice did I feel a 
slight miscalculation of balance between 
melodic line and surrounding accompani- 
ment—in the Tarrega tremolo study, 
Memories of the Alhambra, and in Almeida’s 
own ingenious transcription of one of the 
songs in Falla’s Love the magician. It should 
be added that the sleeve-notes are unusually 
pertinent and_ well-informed—by Mr. 
Almeida himself perhaps ? L.S. 


The Unashamed Accompanist. Gerald 
Moore (piano and _ speaking). 
Columbia 33S8X1043 (12 in., 32s. 44d.). 

This recording captures to perfection 

Gerald Moore’s friendly, easy, and un- 

affected way of speaking in his celebrated 

*‘ entertainment ” ; and the piano tone, in 

his many illustrations, is exceptionally good. 

It is wonderful to hear, with no singer 
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present to divide our attention, how he 
varies the tone and expression in accom- 
paning to the five verses of Das Wandern, 
how he makes the piano sound organ-like 
in Die Allmacht, how he brings out the 
pathos of Trdnenregen, and the jealousy of 
Eifersucht und Stolz (both, like Das Wandern. 
from Die schine Miillerin) the coming of 
spring and the cuckoo-call in Friihlings- 
traum (from Winterreise), the self-satisfied 
batchelor in Der Einsame. Mr. Moore was, 
I thought, very hard on this gentleman. 
Why is he “‘ a beastly fellow ”’ to prefer his 
own thoughts and fireside to gallivanting 
with the girls ? 

I have one small criticism to make. Mr. 
Moore can command complete attention 
without the adventitious aid of funny 
stories (some of which are very amusing, 
others less so) that do not always grow 
naturally out of his material, and on a 
record have to bear repetition. I would 
cheerfully have sacrificed a quarter of these 
for some more of his marvellous piano 
illustrations. He gives a delightful illustrated 
account of Brahms’s Vergebliches Stdandchen 
and also of a ’cellist who, in one of this 
composer’s sonatas, played a _ simple 
arpeggio (accompaniment to important 
matter on the piano) with cosmic intensity; 
and he has useful things to say, and to 
demonstrate, about transposition. 

This disc will be a perfect present for 
anyone interested in Lieder and the art of 
the accompanist, and it will undoubtedly 
succeed in its aim in making the listener 
conscious not only of what the singer is 
doing but of what the unashamed pianist 
is up to as well. We could do with more 
discs of this kind: they serve a most 
valuable purpose. 


CHORAL AND SONG 


BACH. Geistliche Lieder. Hilde 
Réssl-Majdan (contralto), Hugues 
Cuenod (tenor), Richard Harand 
(cello), Franz Holetschek (harpsi- 
chord). Nixa WLP6402-1/4 (four 
12 in., £7 5s. 10d.). 


The eight sides of these four discs contain 
75 melodies, arranged in alphabetical 
order, from the Song Book of Georg Christian 
Schemelli, prepared in 1735 and intended 
to include ‘‘ 954 Protestant choral melodies 
with the complete text and with the bass 
line as a figured bass”. These were songs 
meant for use at home rather than in 
church and it was Schemelli’s purpose to 
depart from “‘ the sectarian pietistic method 
of selection ” used in other collections of 
the kind and widen the range of material ”’. 


' Schemelli’s son had become a pupil of 


Bach when he was at work on his anthology 
and he later enlisted Bach’s help in the 
musical preparation of the book. Only 69 
of the 954 songs planned were published 
with musical score, the others with text 
only: but Bach had written down several 
choral melodies in the second of his note- 
books for his wife Anna Magdalena, and 
these added to the 69 Schemelli melodies 
have become known as his Geistliche Lieder 
or Spiritual Songs. The elaborate and 
instructive sleeve note essay goes into the 
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BLACK LABEL SERIES 


BEETHOVEN 

SYMPHONY No. 1 IN C, Op. 21 
Bamberg Symphony 

SYMPHONY No. 7 IN A, Op. 92 
Pro Musica Symphony Orchestra, Vienna 


Jonel Perlea, conductor PL 9120 

BEETHOVEN 

CONCERTO FOR VIOLIN AND ORCHESTRA 
IN D, Op. 61 

ROMANCE No. 1 FOR VIOLIN AND ORCHESTRA 
IN G, Op. 40 

ROMANCE No. 2 FOR VIOLIN AND ORCHESTRA 
IN F, Op. 50 

Bronislaw Gimpel, violin—Bamberg Symphony 

Heinrich Hollreiser, conductor PL 9340 

BRAHMS 3 

ACADEMIC FESTIVAL OVERTURE, Op. 80 

LISZT 

LES PRELUDES 

WAGNER 


SIEGFRIED IDYLL 
Bamberg Symphony 
Heinrich Hollreiser, conductor PL 9350 


MOTETS OF THE VENETIAN SCHOOL, Third 
Series 
ASOLA—ANDREA GABRIELI—NASCO—PORTA 
—VIADANA 
Choir of the Capella di Treviso 
Mgr. Giovanni d’Alessi, conductor PL 8790 


PROKOFIEV 

SUITE FROM THE BALLET “ CHOUT ”’ 
(BUFFOON SUITE), Op. 21 

LIEUTENANT KIJE, SYMPHONIC SUITE, Op. 60 

Paris Philharmonic Orchestra 

Jascha Horenstein, conductor PL 9180 


TORELLI 

TWELVE CONCERTI, Op. 8* 

Soloists—Pro Musica String Orchestra, Stuttgart 

Rolf Reinhardt, conductor 3 1 2cords DL 113 
* Tllustrated booklet with analytic notes and music 

examples, price 5s. 
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THE APPROACHING DUO-CENTENARY of Mozart’s birth marks an occasion for us to 
contemplate the wonder and genius of this great man. Mozart the Architect, the Master 
of Form, the epitomy of grace and charm, the magic of his great musical inspiration, 
‘“* Cometh from afar and hath elsewhere its setting.” “‘ He makes us ai a friend 
once said to me. Under the spell of his wonderful music, we lose ourselves in a world of 
beauty, we are lifted up and we are comforted—nay, we are inspired. 

To commemorate this occasion, I now turn to the magnificent Decca recordings of 
Mozart operas. ‘‘ Don Giovanni ”’ now available, ‘‘ The Magic Flute ” and the “‘ Marriage 


Ss 


of Figaro ’’ soon to follow. There is an interesting story behind these wonderful records. 
They were recorded in the Redoutensaal, which was part of the Emperor Franz Josef ’s 
Palace in Vienna. It was, in fact, the State Ballroom. Space does not permit a detailed 
discussion ; suffice it to say that I have never heard recordings of Mozart opera so realistic 
and so thrilling. The delicacy of Mozart’s genius in the Orchestral scoring, the quality 
of the voices, the balance— everything is there. This is one of Decca’s greatest achieve- 
ments. There is an intimacy, a feeling of a performance taking place. How carefully this 


project was planned. Mozart opera, at last recorded in a setting to which it belongs. 


FRED SMITH 


RIMINGTON VAN WYCK 


42 Cranbourn Street London WC2 GERrard 1171 
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difficult question as to which melodies may 
be by Bach, a matter on which the 
authorities differ, the latest of their findings 
accords his authorship only to Nos. 14, 
26, and 51, the first of these Dir, dir Fehova 
being the only one at all well known. 

The songs are accompanied throughout 
by harpsichord and ’cello and, it may 
as well be said here, these accompani- 
ments, with a well “ realised ’’ harpsichord 
part, are admirably played by Franz 
Holetschek and Richard Harand. 

Hilde Réssl-Majdan and Hugues Cuenod 
approach the task of singing so many 
melodies of similar character with devotion 
and understanding and their tone, phras- 
ing, and articulation are almost invariably 
good. Mr. Cuenod is the most successful, 
however, in varying his tone. It would 
have been a good idea, for variety’s sake, to 
have included at least a soprano voice for a 
number of the songs, but no one is expected 
to play these records all through at one 
sitting, but rather to select here and there. 
The American issue included a miniature 
score of the songs which would be a great 
help here but will not be, I fear, forth- 
coming. The next best thing is the collec- 
tion of 25 of these songs published, with 
German texts only, in a harmonised edition 
by Peters. 

The volume of these discs, it need hardly 
be said, should be reduced to the point at 
which one can imagine oneself as one of 
Bach’s family, gathered round the harpsi- 
chord on a winter’s evening, and ready to 
take part in the singing. 

For a single disc I recommend WLP6402 
(sides 5-6) which contains the particularly 
lovely Komm siisser Tod and Liebster Gott, 
wann werd’ ich sterben, Liebster Emmanuel and 
O Ewigkeit du Dennerwort, and many others 
as beautiful. 

The recording is good (though not 
invariably kind to Mr. Cuenod) and the 
balance excellent. A.R. 


COUPERIN. Motet de Sainte Suzanne. 
Quatre versets d’un motet composé 
de Pordre du roy (1703). Verset 
du motet de Pannée derniére. 
Quinziéme verset des Sept versets 
du motet composé de Pordre du 
Roy (1705). Dialogus inter deum 
et hominem. Jennifer Vyvyan 
(soprano), Elsie Morison (soprano), 
William Herbert (tenor), George 
James (bass), Alan Loveday (violin), 

_ Neville Marriner (violin), Christo- 

pher Bunting (’cello), Geoffrey 
Gilbert (flute), Douglas Whittaker 
(flute), Joy Boughton (oboe), Ralph 
Downes (organ), Boris Ord (harpsi- 
chord) directed by Anthony Lewis. 
London L’Oiseau-Lyre OL50079 
(12 in., 36s. 54d.). 

Our knowledge of Couperin’s sacred music 
does not extend far beyond his Legons de 
Ténébres, of which Nixa gave us a beautiful 
recording last June (WLP5387) and so the 
present disc is most welcome. 

There is a delightful freshness in the 
Motet de Sainte Suzanne (one of the most 
charming of saints) which is divided up 
‘nto solos and a duet for the various voices 
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and a three-part chorus three times repeated. 
The texts of the next three pieces are all 
taken from the psalms and are not quite 
so interesting as the Motet but the last 
piece, Dialogue between God and man, is very 
impressive. 

William Herbert, in excellent voice, 
deals very successfully with the high 
tessitura of his vocal line—which continually 
takes him up to B flat and A above the 
stave—and in addition sings most ex- 
pressively, and William James is good in 
the bass part. I wish, however, these 
artists did not invariably sing their 
florid quaver phrases in accented groups of 
two rather than four. It may be stylistically 
correct but I find it eventually tiresome. 

These two soloists are joined by Jennifer 
Vyvyan in the Suzanne motet, in which she 
sings beautifully. Elsie Morrison joins her 
in the Quatre versets d’un motet composé de 
ordre du Roy, the first verse of which is sung 
unaccompanied, and here the ladies’ voices 
seem unduly exposed to the microphone. 

Anthony Lewis directs the admirable and 
well-toned instrumental playing, in which 
Ralph Downes produces some lovely 
sounds from a Snetzler organ, with seven 
stops, of 1758, and the recording and 
balance are first-rate. A.R. 


GASTOLDI. 12 Balletti. 

JANNEQUIN. 4 Chansons. Pro 
Musica Antiqua, Brussels, con- 
ducted by Safford Cape. D.G.G. 


Archive APM14042 (12 in., 36s. 54d.). 
As more of Pro Musica Antiqua’s records 
gradually appear, so it becomes clear that 
the word antigua covers a pretty broad field 
where this talented and versatile team is 
concerned. In their latest disc (16th and 
17th centuries this time) the earlier music 
is in fact slightly less successfully done than 
the other. Jannequin (c.1475-c.1560) is a 
shadowy historical figure: he may have 
been a disciple of Josquin; but what is 
certain is the interest his descriptive and 
imitative music aroused—Burney makes 
mention of La Guerre (supposed to illustrate 
the Battle of Marignan in 1515). Of the 
present seven examples of his numerous 
chansons, II estoit une fillette and Petite nymphe 
folastre are splendidly sung, with admirable 
enunciation. Balance and recording also 
first-rate. La Guerre proves quite as fascin- 
ating as Burney thought it, with its cross- 
rhythms, its imitations of fanfares, horses’ 
hooves and the rest ; but the bass singer, 
normally quite strong, disappears in a 
trough of inaudibility when he gets down 
to an F. Las ! pauvre coeur is not up to Pro 
Musica Antiqua’s normal standard—the 
opening fifth is not in tune, the soprano is 
sometimes under the note, and there are a 
few small slips; nor is the chording in 
Le chant des ovseaux (sung in a three-part 
version, not the usual four or five) as 
assured as it might be. But in the last two, 
Ma peine n’est pas grande, an almost homo- 
phonic piece, and Au joli jeux, in which 
jostling vocal lines are contrasted with 
passages in thirds and with chordal frisking, 
the level is regained. Somewhat tiresomely, 
D.G.G. give us only five bands for seven 
pieces without explaining what they have 
done. 
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Gastoldi (d.1622) was maestro di cappella 
at Mantua, and his dalletti much influenced 
Morley in his ballets. Here the twelve pieces 
are bracketed in threes, and the order 
followed makes this very agreeable to listen 
to in groups. There is plenty of variety 


_ between unaccompanied vocal numbers, 


purely instrumental (an ensemble of 
recorders, medieval fiddles and lute), and 
mixed consorts; and with the single 
exceptions of Jl belhumore, where the bass is 
not dead in the centre of notes always, and 
Speme amorosa, where the recording is 
suddenly more backward, so that the solo 
soprano gets drowned, performance and 
recording are alike—most enjoyable. Particu- 
larly captivating is a strutting march, Amor 
vittorioso, in which drums and triangle also 
join. 


JANACEK. Diary of a Young Man who 
disappeared. Ernst Hiafliger 
(tenor), Cora Canne Meyer (mezzo- 
soprano), Felix de Nobel (piano). 
Netherlands Chamber Choir. 
Philips ABR4041 (10 in., 27s. 34d.). 

This is one of the great song-cycles of all 
time. It has none of the cool intellectual 
reserve one finds in so much modern music ; 
it is highly emotional and wonderfully 
poetic, and it sears one inside. It is scarcely 
ever sung in this country because British 
singers can hardly be expected to cope with 
the original Czech and no adequate English 
translation exists ; also because the music 
is hard to come by and even harder to sing, 
and because Janacek (always a wildly 
impractical composer) chose to add a hidden 
choir to just two of the 22 songs the cycle 
contains. He wrote the words himself, and 
I am told that their substance had some 
parallel in his own life. They tell quite 
simply, and in the first person, of a young 
man who sees a dark-haired gipsy-girl in 
the wood and is eventually seduced by her, 
of his subsequent qualms when he finds he 
is to become a father, and finally of his 
decision to leave his home and friends to be 
with her. It is perhaps the only song-cycle 
in which one has an avid desire to know 
what happens next. 

The 22 songs are mostly very short and 
built on brief, pregnant phrases of the type 
found in Janacek’s operas. The present 
recording was made at a public concert in 
Holland, and it is only to be expected that 
there should be occasional small discrep- 
encies in the ensemble. In recompence it 
has the spontaneity of the live performance. 
Hafliger, who has to sustain the greater part 
of the cycle on his own, does splendidly, 
singing with great intelligence and circum- 
venting the difficult passages with great 
technical resource. The gipsy is sung by 
Canne Meyer with, I think, insufficient 
operatic ardour. The pianist is the well- 
known conductor, Felix de Nobel. I listened 
again to the old Czech “ 78” records (a 
great rarity in this country) and found, as 
I suspected, that the Czech artists treated 
the music with greater extremes of expression. 
Janacek puts pienty of expression marks in 
his music, but, whereas Elgar’s should be 
underplayed, Janacek’s should, I am sure. 
be exaggerated. The piano interlude 
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representing the seduction was played much 
more impetuously on the old recording, and 
the wonderful sixth song (where the com- 
poser achieves great emotional effect with 
simple, almost banal, means) was given far 
greater contrasts of both volume and tempo. 
Hafliger here spoils the final phrase by 
breaking it just when he should have been 
building up a tremendous crescendo. This 
song, like some of the others, needs singing 
with something of the operatic extravagance 
of Vesta la giubba. 

I said just now that no adequate trans- 
lation exists, but I hope that the new one, 
by Malcolm Rayment, issued with this 
record will soon be made available to 
singers, and then perhaps we might get 
some performances in this country ; it is a 
great improvement on Rosa Newmarch’s. 
There may be better recordings than this, 
but probably not for some time, and mean- 
while I would strongly recommend you to 
buy the disc and get to know this wonderful 
music. R.F. 


KRIEGER. 12 Neue Arien. Margot 
Guilleaume (soprano), Hans-Peter 
Egel (alto), Johannes Feyerabend 
(tenor), Fritz Harlan (baritone), 
Kammermusikkreis Scheck con- 
ducted from the harpsichord by Fritz 
Neumeyer. D.G.G. Archive APM 
14035 (12 in., 36s. 54d.). 

‘And who’”’, I can hear some of you 
asking suspiciously, “‘ is Krieger when he’s 
at home ?” In a burst of frankness, I will 
admit that, apart from having seen his 
name in the Denkmaler Deutscher Tonkunst 
series (from Vol. 19 of which this record is 
drawn), I didn’t know either. In fact, Adam 
Krieger was a poet-composer who died in 
1666 at the age of 32: he had been a pupil 
of Schiitz and Scheidt, had made an 
unsuccessful bid for the appointment of 
Cantor to St. Thomas’s in Leipzig, and was 
in the service of the Duke of Saxony. And 
he wrote Arien for from one to five voices. 

So it was in a state of complete curiosity 
that I listened to these twelve pieces: I was 
unprepared for the delight they were to 
give me. These secular arias are accom- 
panied by harpsichord continuo only, but 
the stanzas are interspersed with independ- 
dent five-part string ritornelli which are 
positively enchanting. A wide range of 
moods is covered, from a comic drinking 
song to a lament on the death of Adonis, 
and Krieger shows himself a composer of 
ever-fresh invention, the ritornelli being 
rhythmically gay, deeply expressive or 
simply charming according to the sense of 
the words. The playing throughout is first- 
class: the well-balanced strings have 
excellent unanimity, and Fritz Neumeyer 
at the harpsichord is adept at tasteful 
variations in his accompaniments. Of the 
singers, the tenor and soprano are good: 
the baritone unfortunately is extremely un- 
steady in tone in most of his pieces (curi- 
ously enough, he seems perfectly all right in 
one low-register aria) ; the boy alto who 
appears in a duet between Venus and her 
son is not up to much, but it helps the 
characterisation to have an immature singer 
here. On side 2 only the men appear ; and 
among the most interesting of the arias is 
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one in which they have a florid duet and 
another in which the bass hums up and 
down the scale under the tenor line. Do 
try these: I’m sure you will like them. But 
I wish D.G.G., when there are six items on 
a side, wouldn’t put just four scrolls, separ- 
ating the side into five bands: and surely 
Den liebsten Lohn gibt Venus Sohn and Zusatz, 
on side 1, are noted down in reverse order ? 
All very confusing. L.S. 


SCHUBERT. Winterreise, Op. 89. 
Dietrich Fischer-Dieskau (baritone), 
Gerald Moore (piano). H.M.V. 
ALPS1298-ALP1299 (two 12 iIn., 
61s. od.). 

Schmitt-Walter, Giesen (11/53) LXT2799-800 
Hotter, Moore (4/55) 33CXS1222-33CX 1223 

Everyone who has heard Fischer-Dieskau 
sing Winterreise, or who knows anything 
of his art, will expect this disc to contain 
a magnificent performance of the song-cycle; 
and they will not be disappointed. 

The virtues of this performance are so 
much more obvious than those of Hans 
Hotter’s, in his recording, that it is more 
than likely that most people will prefer it. 
That I myself do not do so, on balance, 
may perhaps be due to age, for Schubert’s 
great work can mean different things to 
young and old and a spiritual winter’s 
journey, which these songs represent, is 
perhaps more poignant and tragic when 
old age is upon you. Fischer-Dieskau has 
the advantage of Hotter of a more appealing 
and even-toned voice and he does not have 
to resort to such drastic transpositions 
(these I see are all given on the sleeve note 
of Hotter’s disc: a useful practice): and 
while the singer’s tone in loud passages and 
also in very soft ones has not always been 
well supported (and has been even ugly at 
some climactic moments) he is here in 
exceptionally good voice, so that no such 
criticisms can be brought against him. 

His articulation, also, is crisper than 
Hotter’s and he has a very special sense 
of verbal values and a wide command of 
tone-colour. 

These are impressive gifts: but the last 
of them can be dangerous: and it seems to 
me that Fischer-Dieskau has not always 
avoided the danger. If Hotter neglects 
some verbal point-making the other singer 
sometimes unnecessarily disturbs the vocal 
line with such point making: and he falls 
too often into the habit of applying a 
crescendo at the start or end of a phrase 
where is does not seem to be called for. 

This first becomes obtrusive in Der 
Lindenbaum at ‘* Sussen Traum ’’, ** Freud 
und Leide’’, and ‘“* hor ich’s rauschen ”’. 
I do not assume that the dynamic markings 
in the piano part are invariably to be 
copied in the voice part whenever they 
appear, but Fischer-Dieskau is, I think, 
over-apt to do so, and in this song I prefer 
Hotter’s simpler approach and meditative 
legato. 

A much more debateable point is whether 
one feels, or not, that Fischer-Dieskau over- 
dramatises some of the songs, such as the 
end of Wasserfliit and the heart-breaking 
rising phrases, “‘wein’, wein’ auf meiner 
Hoffnung Grab”, at the end of Letzte 
Hoffnung. WHere I find Hotter’s controlled 
approach more moving. 
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This brings me to the main point. From 
the first song to the last Hotter presents a 
picture of a weary and disillusioned man, 
Fischer-Dieskau one of a man _ vigorous 
enough to snap his fingers at fate, and 
rather in revolt against life than dis- 
illusioned. And so choice depends upon 
which interpretation you favour. 

Hotter sings the last words of the cycle, 
in Der Leiermann softly, Fischer-Dieskau 
(as Gerhardt used to do) with ample tone. 
Another pointer. Hotter gives a peculiar 
bitterness to his articulation of ‘* deinen 
Wurm” in Rast, and this is one of the rare 
instances of Fischer-Dieskau neglect of a 
verbal value. 

All this is to be, no doubt, hyper-critical, 
and I must therefore stress the high artistic 
pleasure I derived from Fischer-Dieskau’s 
superb singing. His legato in Der Wegweisser 
and Der Nebensonnen is particularly lovely, 
and in Gute nacht he infuses more beauty of 
tone at the change into the major key than 
Hotter is able to do. He is also much more 
successful with £rstarrung which is trans- 
posed too low by Hotter to sound at all 
well. He also makes a thrilling, and not too 
large, climax at the Die Krahe. 

I wrote my review of Hotter’s perform- 
ance when the landscape outside reflected 
that of the song-cycle and was particularly 
evocative ; but in different conditions I 
find it, in spite of certain points missed and 
some roughness, extremely moving on its 
own terms. Fischer-Dieskau’s performance 
I admire very much indeed and would wish 
to possess, but it moves me less for the 
reasons given above. Gerald Moore, who 
excelled in the Hotter recording, plays, if 
possible, even more superbly here. He adds 
in Im Dorfe a new touch in the bass part that 
that I will leave listeners to discover. 

The recording gives better piano tone 
and generally rather cleaner definition in 
both parts. 


SCHUBERT. Der Wanderer an den 
Mond, Op. 80, No. 1 (Seidl). Uber 
Wildemann, Op. 108, No. 1 
(Schulze). Der Einsame, Op. 41; 
Im Abendroth (Lappe). Auflésung ; 
Nachtviolen (Mayrhofer). Der 
Kreuzzug (Leitner). Todtengrabers 
Heimweh (Craigher). Liebesbot- 
schaft ; Frihlingssehnsucht ; 
Abschied, Nos. 1, 3 and 7 of 
‘*Schwanengesang’’ (Rellstab). 
Geheimes, Op. 14, No. 2; Rastlose 
Liebe, Op. 5, No. 1 (Goethe). 
Dietrich Fischer-Dieskau (baritone), 
Gerald Moore (piano). H.M.V. 
ALP1295 (12 in., 36s. 54d.). 

. This disc brings us five of Schubert songs, 
amongst some that are well known, which 
we rarely hear, Der Wanderer an den Mond, 
Uber Wildemann, Der Einsame, Auflésung, and 
Todtengrabers Heimweh, which together with 
the familiar Rastlose Liebe have not yet 
appeared on LP. Of these songs Fischer- 
Dieskau gives very good performances 
indeed, of Der Einsame, a picture of the 
contented bachelor Gerald Moore was so 
scornful about in his recorded talk (reviewed 
elsewhere in this number) of Der Wanderer 
an den Mond, one of Schubert’s delightful 
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78 r.p.m. H.M.V. Vocals (including our famous ‘CCS’ Specials) 


IVAR ANDRESEN, bass 

CCSI67 Magic Flute : O Isis & In deisen heilgen Hallen 
ERNA BERGER, soprano 

CCSI5SO Et incarnatus est (Mass in C, Mozart) ... 
JUSSI BJORLING, tenor 


DB3049 Boheme: Che gelida manina/Aida : Celeste Aida 

DB3302 Gioconda: Cielo e mar/Africana : O Paradiso : 
CCSs90 Romeo : Ah, leve-toi/Manon : Ah fuyez, douce image 
DA1I836 Chenier : Come un bel di/Fedora : Amor ti vieta ae 
CCS94 Gondola song (de Curtis)/For you alone (Swedish) . , 
CCS174 _ ~—Land of Smiles : Heart’s delight & Appleblossom (Swedish) 
CCS95 Trovatore : Di quella pira/Cavalleria : Siciliana neeened ai 
CCSI75 ~=Allt under Himmelens Faste/Ack Varmeland . 


MARGHERITA CAROSIO, soprano 
DB6343 
ENRICO CARUSO, tenor 


DBIII Pagliacci : Vesti la giubba & Pagliaccio non son 
DBI42 Catari (Core’ngrato) & Santa Lucia (Neapolitan) 
DB3078 Reine de Saba: In spiez-moi/La Procession (Franck) 
DB3903 = Rigoletto : Ella mi fu/Elisir d'amore : Una furtiva 
DAIO3 "A vuchella & O sole mio (Neapolitan) 

DAI655 Addio a Napoli & Musica proibita (Neapolitan) 


‘* CASANOVA” (Johann Strauss) 

C3711 Nuns’ chorus (Frind) & Spanish Romance (Orch) 
FEODOR CHALIAPIN, bass 

CCSI46_—sC— Borris ; Farewell & Death of Boris 

DA8?1 Boris ; Varlaam’song/Pr. Igor : Galitzky’ s air 
CCS1I62 Don Giovanni : Madamina (Catalogue song) . 

BORIS CHRISTOFF, bass 

DB21047 Mefistofele : Ave Signor & Son lo spirito che nega ... 
DB21424 Ernani : Infelice & Infin, che un brando vindice 


‘* COSI FAN TUTTE” (Mozart) with Jurinac, Thebom, en & a _ 


CCSI5!i Acti: Trios (Lewis, Kunz & Boriello. c-Fritz Busch) 
CCSI52 Act I: Quintets (Jurinac, Thebom, Lewis, Kunz, etc.) 
CCSI53. Come scoglio (Jurinac) & Soave sia (trio, Jurinac, etc.) 
CCS154 Act2: Duets (Jurinac & Thebom/Thebom & Kunz) 
CCSISS_ _ Ei parte... Per pieta (Sena Jurinac) ... : 


TOTI DAL MONTE, soprano 

CCS67 Linda di Chamounix : O luce/Mignon : Polonaise 
DB2124 Traviata: Ah fors’ e lui/Rigoletto : Lassu in ciel (duet) 
ALFRED DELLER, counter tenor 

C3890 Purcell—Music for a while & If music be the food 

C3951 Dowland—Fine knacks for ladies & in darkness let me 
C4144 Evening hymne (Purcell)/Hymne to God the Father 
C4178 Sorrow stay/It fell on a Summer’s day/What then is 
C4247 Purcell : 
MIRIMI DEL POZO, soprano 

C4237 Sonnambula : Non credea/Dom Pasquale : 
GIUSEPPE DiI STEFANO, tenor 

DB6$18 Mignon: Addio Mignon & Non credevi tu 
DB21518 Boheme: Che gelida & O Mimi, with Warren 
D41877 Ala Barcillunisa & Cantu a Timuni (Sicilian) ... 
DA203! Muttetti di Paliu & Abballati (Sicilian) a 
DA2043 Tornaa Surriento & Catari (Neapolitan) 

KARL ERB, tenor 

C7S169 Nacht und Traume & Fischers Liebesgluck (Schubert) 
CCS64 Schlafendes Jesukind & Nun wandre Maria (Wolf) ... 
DIETRICH FISCHER-DIESKAU, baritone 

D821350 Erlkonig (Schubert)/Beiden Grenadiere  ccrcraatas 
DA2045 Die Stadt & Das Fischermadchen (Schubert) 
KIRSTEN FLAGSTAD, soprano 

DB2746—s Tristan & Isolde : Liebestod 

DB6913 Dido: When! am laid in Earth/Orfeo : 
AMELITA GALLI-CURCI, soprano 

DBI278 Solveig’s song (Grieg)/Lo, here the gentle lark 
CCS144 Echo song & Lo, here the gentle lark (Bishop) 


Cavatina... 


’ Che faro a 


CCS1I45 Barbiere : Una voce/Mme. Butterfly : Un beldi_... a 
CCS1I47_ Rigoletto : Caro nome/Etoile du Nord : Catherine’s air ... 
DAIOII Last rose of Summer;Home sweet home 


ELENA GERHARDT, soprano. Exclusive recordings fer Collectors’ 


CCS54/4 Brahms—8 Zigeunerlieder. Two records, the pair ... 
CS56 Brahms—Gang zum Liebchen, Therese, Tod, das ist. 
CCS57 Schubert—Die Stadt & Dithyrambe one _ 
CCS58 Schubert—Wiegenlied Op. 105 & Jaeger Ruhe - 

CCS59 Wolf—Willst du deinen Liebsten & Mond hat eine. 


CCS60/2 ‘‘ Frauenliebe und Leben’ 


(or all six above records at subscription price of 3 guineas) 


’ (Schumann) 3 records complete 


Traviata : Addio del passato/Boheme : Mi chiamano Mimi... 


Arias from Richard II, Old Batchelor, Fairy Queen 
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8/113* 
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ot eee GIGLI, tenor 
DB Elisir d’amore : Una furtiva/Serse : Ombra mai fu ... 


DABSE Manon Lescaut : Donna non vidi mai/Tosca : Recondita 
DAI216 Pearl Fishers : Mi par d’udir/Manon : Il sogno ‘ 
DA2076_ = Rosi, Rosi & O pittore e tutto munno (Neapolitan) | 
CCSI58 Addioa Napoli & Torna a Surriento (Neapolitan) 
CCSIS9 Mamma & Se vuoi goder la vita aa én 
CCS1i60 Trovatore : Di quella pira/Manon Lescaut : Guardate ! 
CCSI61 Povero Pulcinella & Funiculi, funicula (Neapolitan) ... 


TITO GOBBI, baritone 

DB21606 Balloin Maschera: Alzati!... Eritu 
DB21612 Elisir d’amore : Donna e un animale. 
DA La Montanara & Take the Sun (Glass Mountain) 
DAI946 Nozze di Figaro : Non piu andrai & Aprite un po’ 
MARGHERITA GRANDI, soprano 

CCS143 Don Carlos: Tu che la vanita ... 

GERHARD HUSCH, baritone 

CCSI7! Der Wanderer & Der Musensohn (Schubert) 


‘* IDOMENEO ” (Mozart) 1951 Glyndebourne recordings—Fritz Busch 


DB21525 Zeffiretti lusinghieri (Jurinac) & Act 3 Quartet 
DB21527 Quando avran... Padre, germani, addio (Jurinac) . 
ALEXANDER KIPNIS, bass 

CCSI48 Magic Flute : In deisen Hallen/Figaro : Rache arie 
MILIZIA KORJUS, soprano 

CCS65 Vespri Siciliani : Bolero/Mireille : Valseair ... oe 
C2770 Dinorah : Shadow song/Tales of Hoffmann : Doll song 
JOHN McCORMACK, tenor 

CCS53 Hymn to Christ the King (O’Brien) negate wee 
DB342 Kathleen Mavourneen & Killarney ‘ 

DB2848 Kerry Dance & Green Isle of Erin 

DA293 Macushla & A Dream ... 

DA458 Serenade (Schubert) & Ave Maria (Mascagni) _ 

DA823 Silver threads among the gold/When you and | 


DAIII9 Ireland, Mother Ireland/Rose of Tralee ; 
DAI432 Londonderry air/Believe me if all those young charms 
DAI71I8 _ I'll walk beside you/The Star of County Down 


CCS164 Jesu Joy of Man’s desiring & Praise ye the Lord 
LAURITZ MELCHIOR, tenor 

CCS66 Siegfried : Was ruht dort Schlummernd, Act 3 
NICOLA MONTI, tenor 

DB21576 Barbiere : Se il mio nome & All’ idea. w. Bechi 
PERTILE, tenor, and SHERIDAN, ~peumedl 

DBIII9 Madama Butterfly : Love duet ie ‘ 

YVONNE PRINTEMPS, soprano 

CCSI49_~—s wPlaisir d’amour (Martini)/Au clair de la lune (Lully) .. 
MARGARET RITCHIE, soprano 

CCSI68__—s Tell me lovely Shepherd (Boyce)/Bid me discourse ... 
NICOLA ROSSI-LEMENI, bass 

DB21610 Nabucco : Come notte & O chi piange. w. chorus ... 
HELENE SADOVEN, mezzo-soprano 

CCS173 
TITO SCHIPA, tenor 

CCSI42 Ay Ay Ay & A Granada (Spanish) 

DA875 Manon : Il sogno/Pagliacci: O Colombina 
DAII!14 Marechiare & ideale (Tosti) - 

CCSI57. OMarenariello & TornaA Surriento (Neapolitan) . 
FRIEDRICH SCHORR, baritone 

CCSI56 Meistersinger : Schusterlied/Tannhauser : Blick ich 
ELISABETH SCHUMANN, soprano 

Ave Maria (Schubert)/Bist du bei mir (Bach) .. ; 
Arr. Brahms—Schwesterlein, Och Moder, Mein Madel, etc. 
Hansel & Grete' : Evening prayer, Sandman’s song, etc. 
DAI544_ The Kiss (Smetana) : Wiegenlied/Solveig’s song (Grieg) 
DAI562 Wiegenlied & immer leiser wird mein Schlummer meee 
DAI852 Forelle & Rosamunde : Romance (Schubert) . 


CCSI63 D. Giovanni: Verdrai carino & Alleluja (Mozart) 
CCSi6é5 WHarkthe lark (Schubert) & Sandmannchen eed 
CCSI6 On wings of Song & Spharenhlange 


WILHELM STRIENZ, bass 

CCS92 Zar & Zimmermann (Lortzing) : O sancta justizia ... 
Ccs9! Marta: Porterlied/In tiefen Keller ‘ 
FERUCCIO TAGLIAVINI, tenor 

DB6854 Werther : Pourquoi me reveiller/Manon : Le reve... 
DA2029 Mamma mia, che vo’ sape & Senza nisciuno (Neapolitan) 
MME. VECHOR, soprano 

CCSI72 Tzar’s Bride: Air/Pozemkovsky : Sadko’s aria “a 
CCS93 Russalka : Olga’ s air/Lukine : Sadko: Venerian song 
MARCEL WITTRISCH, tenor 

CCS63 Vetter aus Dingsda: Arie/Rattenfanger (Neuendorff) 


CCS1I70_ Bruder Straubinger & Lachende Ehemann (Eysler) : arias iad 


* ** Deletion,’’ In supply for a limited period only. 


Send stamped and addressed envelope for previous Recommended Lists. 


Always in stock at 


COLLECTORS’ CORNER 


62 NEW OXFORD STREET, 
63 MONMOUTH STREET, 
Home Post Orders over £1 sent post free ; under £1, add 2/- post. 


LONDON, W.C.I. 


LONDON, W.C.2. (TEM 


. Venti scudi. w. Monti 


Dargomishky—Darling Girl & Vanka-Tanka. w. Kaidanoff ... 
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CCASIONALLY Record Companies issue lists of NEW RELEASES. To us this 
conjures up a vision of the gates being thrown back and a long column of L.Ps. filing 


past the admiring gaze of a long line of executives and technicians before they go 
dewy-eyed to meet THE CRITICS. 


Does it happen like that ? No Sir ! For such is the joy of taping records, editing records, 
cutting records, processing records, pressing silent surface distortion free records, 
assembling labels from a printer in Land’s End and sleeves from another in John o’ Groats 
that at Argo our records are never released—they seem somehow to escape. While 
we're on the subject of escape why not reach for your pick-up and.... 


ESCAPE WITH ARGO 


TO DYLAN THOMAS’ WELSH WONDERLAND 


Under Milk Wood by now almost a classic, and long since a best selling L.P. record reproduces, 
with the full co-operation of the British Broadcasting Corporation, the Italia Prize-winning 
performance produced by Douglas Cleverdon and a cast headed by Richard Burton and 
Hugh Griffith. 2 12-in.L.Ps. RG 2! & 22. 





vmémwUNpmremaz 
-mu>paum 


TO THE BLOOD AND SAND OF THE SPANISH BULL RING 


One of the many interesting facets of Argo’s production is the poetry anthology containing 
such epic poems as ‘‘ The Rime of the Ancient Mariner ’’ narrated by Richard Burton 
(RG 41) and the exciting, haunting LAMENT ON THE DEATH OF A BULLFIGHTER by 
LORCA (RG 19). Incidentally a new sleeve, designed in the special Argo laminated pack 
will be sent free on request to readers who already possess this record. 


TO THE SUNSHINE OF THE WEST INDIES 


Whence Edric Connor and the Southlanders provide, as Jean Metcalfe wrote in the DAILY 
MAIL, ‘‘ Calypsos happy, Calypsos sad, all witty and exquisitely accompanied ’’ (CALYPSO 
RG 58) and of the SONGS FROM TRINIDAD (RG 57) ‘‘ which is just as good, biting drama, 
pathos and humour.’”’ In the GRAMOPHONE Edric’s disc SONGS FROM JAMAICA (RG 33) 
was hailed as ‘‘A beautiful record which deserves and should achieve very big sales.”’ 
(It hasn’t done badly.) 


OR EVEN TO THE NEAREST GAS OVEN 


with Mr. Andrew Porter’s housekeeper who was ‘‘ Moved to vigorous protest about 
PIERROT LUNAIRE ; it had set all her nerves on edge. But | still hope to convert her to 
the piece.’’ We hope the lady’s not for burning, for the verdict in the QUEEN on this 
piece was ‘‘ Superb recording, immensely stimulating.’’ | 12-in. L.P. RG 54. 


+ + + + + HF F F HF F HF F 





* 


Our November Catalogue supplement also includes a complete numerical list of all Argo 
records which are available from stock. Write for it now—go on, while you remember— 
and ask to be put on our mailing list. 


ARGO RECORD CO. LTD., 29 George Street, London W.! (Wel. 2388) 
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walking-songs, and of Todtengrabers Heimweh, 
though it is not easy to summon up much 
sympathy with the gravedigger who wishes 
to lie in one of the graves he is always digging 
for others. 

This song begins magnificently, but one 
loses interest before the poetical end—so 
convincingly done by both artists here that 
I revised the opinion I gave about it in the 
Schubert Symposium. 

Nachtviolen, tenderly though Fischer- 
Dieskau sings it, suffers from transposition 
and really needs the clear bright tones of a 
soprano (or am I unduly influenced by 
Elisabeth Schumann’s lovely singing of it, 
preserved on a 78 ?): and the radiance of 
a soprano voice again seems needed for the 
*non-world . . . non-being ”’ of Auflésung, 
which is too strenuously sung, rather 
than ecstatically, by Fischer-Dieskau. He is 
again at his very best in Im Abendroth and 
Liebesbotschaft, sung with almost undisturbed 
legato of the finest quality. How wonderfully 
Gerald Moore suggests the burbling brook 
in his accompaniment to this last song: but 
he is at the top of his form all through. 

Abschied and Geheimes are also delightfully 
sung, and Der Kreuzzug, a monk’s meditation 
on seeing some Crusaders setting forth, is 
filled with devotion. Only in Uber Wildemann 
does the singer seem to be forcing his tone 
alittle. Balance and recording are extremely 
good. 


TELEMANN. Der Schulmeister— 
Comic Cantata. Horst Giinter 
(baritone), Georg Goebet (harpsi- 
chord), Boys’ Choir of the Liibecker 
Kantorei, Libecker Kammerchor 
conducted by Fritz Stein. Das 
Gliick—Solo Cantata. Die Land- 
lust—Solo Cantata. Bruno 
Briickmann (boy soprano), Georg 
Goebet (harpsichord), Rolf Ermeler 
(flute), Heimrich Haferland (’cello). 
D.G.G. Archive APM14025 (12 in., 
36s. 54d.). 

It must be admitted that the humour in 
Der Schulmeister (‘‘ The Schoolmaster ’’) is 
of a very obvious kind but the little cantata 
has a certain historical interest and serves, 
like the other two little cantatas, to increase 
our knowledge of Telemann. JDas Gliick 
(““ Happiness’) and Landlust (‘* Country 
pleasures ’’) are both delightful. Horst 
Ginter and the choir (who have not much 
to do) sing well in the first cantata and 
Bruno Briickmann sings with great assur- 
ance and charm in the two solo cantatas. 
The accompanists are admirably balanced 
with the voices, and the recording is in 
every way excellent. 


GORBY SONG RECITAL. Russian 
and Gipsy Songs: The Old 


Waltz; The Willow; Gipsy Song. 
Sarah Gorby with N. Arlovsky 
(guitar). Yiddish Songs: Drei 
Techterlech ; Papir is doch weiss ; 
Du Solst nicht gehn. Sarah Gorby 
with Orchestra directed by Jacques 
Metehen. London Ducretet-Thomson 
MEL 94003 (10 in., 18s. o4d.). 


This singer and diseuse, whom I have 
not heard in the flesh, is obviously a 
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tremendous personality ; a Russian Jewess 
now in America who once studied, we are 
told, under Battistini. Her contralto voice 
is dark and deep to a point where one at 
most seems to be hearing a baritone, and 
though I don’t follow the words in either 
language, there seems a strong interpretative 
gift. ‘“* The Willow”? is fetching: indeed 
all the Russian songs in the ‘* Dark Eyes ”’ 
style could be given the same adjective. 
But the guitar is over-recorded and too 
near us. On the Yiddish side, there is too 
much hum for comfort in the second song. 
All three are worth a hearing. So the 
record is recommendable to those who are 
likely to be attracted towards it. The 
higher flights of genius are not involved. 
P.H.-W. 


OPERATIC 


CORNELIUS. Mein Sohn sei Allahs 
Frieden (a and b) ; Er lebt, er lebt 
(a, b and c) from ‘* Der Barbier von 
Bagdad ”’. 

LORTZING. Fiimftausend Taler (a) ; 
Lass er doch hoéren (a and d) from 
Der Wildschiitz ”’. OO sancta 
justitia (a and Chorus) from “ Zar 
und Zimmermann”. Georg Hann 
(a. bass), Lorenz Fehenberger (b. 
tenor), Karl Hoppe (c. baritone), 
Ellinor Junker-Giesen (d. soprano). 
D.G.G. DGM 18003 (12 in., 36s. 54d.). 


This disc contains the last recordings 
made by Georg Hann, whose sudden death 
on December gth, 1950, was a severe loss to 
the German operatic stage. He sang, it 
may be remembered, in the Nixa recording 
of Haydn’s Creation and died, I believe, 
while it was being made, and he had main- 
tained (as a note on the sleeve tells us) 
**a long and harmonious association ”’ 
with Deutsche Grammophon Gesellschaft, 
who now issue this disc in tribute to his 
memory and great artistic gifts. Hann, as 
is abundantly shown in these excerpts, had a 
fine and resonant bass voice and excelled in 
buffo parts. 

One of these is the Burgomaster van 
Bett in Lortzing’s Zar und Zimmermann, whose 
comical self-importance Hann gives superb 
expression to in the aria “‘O  sancta 
justitia ’’, from Act 1, in which Bett extolls 
his wisdom and cleverness. This aria, by 
the way, contains two examples of what 
Tovey called the Great Bassoon Joke. In 
the second of these thesinger has a brief 
cadenza falling to a low G: but instead of 
the expected F (the key is F major) from 
the voice to conclude, the bassoon obliges 
with a loud burp on this note ; The scene 
from the start of the third act shows Bett 
and his choir rehearsing an ode to greet the 
Zar and is a delicious piece of parody. 

Baculus, a poaching schoolmaster, is 
another fine buffo part in Der Wildschiitz 
(The Poacher). In the duet recorded from 
Act 1 he tries to restrain his bride-to-be 
from going to the castle of the local big- 
wig to plead for him (he has accidentally 
shot a buck in this gentleman’s woods). 
There is some rapid patter in this duet 
which Georg Hann and Ellinor Junker- 
Giesen put over most amusingly. In the 
other aria Fiinftausend Taler, from the second 
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act of the opera, Baculus is offered a bribe 
of 5,000 thalers to give up his bride and 
succumbs after a brief struggle with himself. 

Having had the scores of these two operas 
on my shelves for many years I was 
delighted to hear some of the music from 
them, and so magnificently sung as here. 

The extracts from Cornelius’ Barber of 
Bagdad are much better known here. The 
first of these includes the highly entertaining 
aria in which Aboul Hassan displays his 
curious knowledge to Noureddin, who can 
only think of his lady-love Margiana: and 
the other is the last part of the finale of the 
opera, with the waltz-like measures in 
which the Barber leads the company in 
salaams to the Cadi. 

These extracts give a very good idea of 
Hann’s remarkable voice: and as he sang 
Lieder towards the end of his career we 
must presume he could scale down the 
impressive volume of tone he uses here, for 
the most part, to the necessary level. 

He is well supported by the other singers 
and the recording of the voices is good, 
but of the orchestra less so. 

Quite apart from its special purpose I 
think this is a disc opera lovers will much 
enjoy. A.R. 


DONIZETTI. Una furtiva lagrima from 
‘** L’Elisir d’Amore ”’, Act II. Tombe 
degli avi miei; Tu, che a Dio 
spiegasti Pali from “ Lucia di Lam- 
mermoor ”’, Act III. 

GIORDANO. Un di al azzuro spazio 
guardai profondo (Act I) ; Come 
un bel di di Maggio from “ Andrea 
Chenier ” (Act IV) ; Amor ti vieta 
di non amar from “ Fedora” (Act II). 
Brychan Powell (tenor), Delysé 
Symphony Orchestra conducted by 
Vilem Tausky. Delysé EC3136 
(10 in., 27s. 34d.). 

A young firm comes up with a most 
attractive record. The recording quality 
goes off a little at the end of the Donizetti 
side, but generally the effect is well 
captured. The orchestra under Vilem 
Tausky is alive and suitably elegant in the 
haunting final scene of Lucia and in the 
surge of Giordano’s passion—though it 
could go even further in the case of Loris’s 
short apostrophe to the Princess Fedora, 1.1 
which the tenor, as they say, “ makes his 
number ” with the expatriate. Was there 
ever a more immediately audience-taking 
tune ? Brychan Powell has been watched 
with growing admiration for some time, 
and it is good to have his voice on record. 
It is a beautiful Welsh tenor, with a really 
solid foundation, and a vibrato which is 
properly controlled. His Italian is good and 
he sounds in fact like an Italian tenor of the 
better days; the warmth and virility. 
without the shouting or the gulps. The 
“‘improvviso”’ is most effectively done ; 
neither shirked nor vulgarised. In “‘ Una 
furtiva lagrima’’, of course, he has com- 
petition from every tenor since 1832, but 
comes out of it well. I hope he cultivates 
that diminuendo. This is a good intro- 
duction; and three out of the six 
offerings, are gains to the catalogue. 

H.-W. 
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GAY. The Beggar’s Opera. 
Polly Elsie Morison 
Zena Walker (speaking) 
Macheath John Cameron 
John Neville (speaking) 
Monica Sinclair 
Rachel Roberts (speaking) 
Ian Wallace 
Eric Porter (speaking) 
Owen Brannigan 
Paul Rogers (speaking) 
Mrs. Peachum |} Constance 
Shacklock 
‘Daphne Heard 
(speaking) 
Alexander Young 
Robert Hardy (speaking) 
Pro Arte Orchestra and Chorus 
conducted by Sir Malcolm Sargent. 
Produced by Denis Carey. H.M.V. 
CLP1052-3 (two 12 in., 64s. gd.). 


Lucy 
Lockitt 


Peachum 


Mrs. Trapes 
Filch 


GAY. The Beggar’s Opera. 
Polly Carmen Prietto 
Molly Lawson (speaking) 
Macheath Dennis Noble 
Norman Shelley (speaking) 
Martha Lipton 
Olive Gregg (speaking) 
John Camburn 
Ernest Jay (speaking) 
Roderick Jones 
Ivan Samson (speaking) 
Mrs. Peachum Marjorie Westbury 
Filtch William McAlpine 
Ian Sadler (speaking) 
Argo Chamber Ensemble conducted 
by Richard Austin. Produced by 
Douglas Cleverdon. Argo RG76-78 

(three 12 in., 109s. 44d.). 

Like many others I was brought up on 
Frederick Austin’s version, with many visits 
to the Lyric Theatre, Hammersmith. If I 
were a rich collector—so fond am I of this 
pretty music—I would want both these sets 
which have differing merits. But for selective 
purposes we can draw some practical and 
sharp distinctions. 

On the pure matter of recording, there is 
no question H.M.V. wins hands down: 
this is the usual smooth, true job. Argo’s 
pressings which I have been playing were 
variable, some containing long patches of 
poor quality and heavy surface. Experiment 
has produced some happier results and the 
finished article is passable, ifnot wholly good. 

But recording is not the whole story. I 
am prepared to like Argo’s actual perform- 
ance slightly the better. It has more 
character ; less professionalism. Douglas 
Cleverdon’s production is full of life; 
Richard Austin gets excellent results from 
the ensemble. Carmen Prietto’s Polly is 
charming: and I like Dennis Noble’s 
insouciant manner and his high baritone 
for the part. A very good point is that 
Argo’s actors and singers pass into the 
character they jointly interpret. The singers 
set the tone, and the actors, speaking, are 


Lucy 
Lockitt 


Peachum 


careful not to upset it. You would hardly 


guess that except in the case of the versatile 
Miss Westbury, who both sings and speaks, 
a pair of performers is involved in each role. 

On H.M.V. John Cameron sings 
Macheath’s music very well, and John 
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Neville could not be better as his speaking 
voice. But do the two halves quite come 
together ? Not, I must say, for me. 
Macheath here sounds what evening papers 
call ‘‘ a split personality ’’. Mr. Cameron’s 
baritone is much darker than the speaker’s 
voice, and his singing inclines to be staid, 
though it is pleasantly virile. He ought to 
“let go’ alittle more. In the case of Polly, 
the singing half, Elsie Morison, is really 
lovely ; tender, true and angelic in its soft, 
high notes. But the speaking voice is fussy, 
suggesting only an actress overplaying in 
repertory. Then, again H.M.V.’s Constance 
Shacklock here sings without getting inside 
the characters at all. Take that jolly catch, 
‘“* In the days of me youth I could bill like 
a dove ’’, Miss Shacklock sings it like the 
Angel from Gerontius, liquid golden notes 
floating and all. Whereas Argo’s Marjorie 
Westbury—I am ssure she is_ right— 
deliberately makes it sound like the jug- 
and-bottle at closing time. However, in 
such duets as “* Polly, you might have toyed 
and kissed ”’, I do like to hear Miss Morison 
and Miss Shacklock singing so beautifully 
together ; let “‘ character’’ go hang, like 
the captain himself! 

So H.M.V. is the more beautiful and 
Argo the more authentic. But both are 
productive of much delight. Again, it’s a 
matter for individual taste. One can’t on 
balance say one set is “‘ righter’ than the 
other. Moral: hear both. P.H.-W. 


GOUNOD. Mireille. 
Mireille Janette Vivalda (sop.) 
Vincent Nicolai Gedda (tenor) 
Taven Christiane Gayraud 
(mezzo-sop. ) 
Ourrias Michel Dens (bar.) 
Vincenette Madeleine Ignal (sop.) 
Ramon André Vessieres (bass) 
Clemence Christiane Jacquin (sop.) 
Ambroise Marcello Cortis (bass) 
Choeurs du _ Festival d’Aix-en- 
Provence, Orchestre de la Société 
des Concerts du Conservatoire 
conducted by André Cluytens. 
Columbia 33CX1299-1301 (three 12 
in., 109s. 44d.). Recorded during the 
1954 Festival at Aix-en-Provence. 
Mireille is full of delightful and touching 
things. But you will ask yourself how much 
of the well-made opera really “‘ works ”’ for 
home listening, as opposed to what fills in 
the time between the highlights in the opera 
house. I will say at once that in this pleasing 
performance they do include the valse song, 
** Legére hirondelle ’’, which is nowadays 
treated as an extra: Recently I sat all 
through a dreadful performance in Paris 
just to hear it—and never did! It is said 
to be vulgar ; well, so are half the pleasures 
of life. I like it. Here it is tacked on at the 
end on a separate band, a leper; M_lle 
Vivalda sings it gaily, a fraction better than 
Janine Micheau. | 
This cast has a fine tenor (Gedda) who 
sings “‘ Angels in Paradise ”’ ravishingly ; 
a stalwart baritone villain (Michel Dens) 
and excellent support from Ramon, from 
wily old Taven the gypsy and the rather 
silly sister of the hero, Vincenette. The 
whole production is that which coaxed 
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smart music lovers all that way from Aix- 
en-provence to hear Mistral’s story played 
in situ in the valley of La Crau, under the 
looming crags of Les Baux. 

It is a fine performance, conducted with 
great spirit by Cluytens, though I think he 
takes the enchanting duo “ O Magali ma 
bien aimée”’ much too fast. (I am a 
sentimentalist ; and like it done swooningly). 
Mlle Vivalda, even if one had not seen 
photographs to prove it, is a very pretty 
woman—especially in provencal dress: one 
can somehow hear this in her voice, which 
is no fabulous organ, but is well trained, 
takes the exacting tessitura of much of the 
music without strain and is always alive and 
warm, though “very French” in the 
matter of production, which is, of course, 
proper. Her big solo “‘ Trahir Vincent ? ” 
is spaciously done, with real sincerity. And 
such things as the “‘ Petit berger ”’ ditty are 
natural and “smiling ’’. I liked the lady’s 
performance more than that of Mado Robin 
who is much harder and fiercer on the 
potted Decca version ; or Mlle Alarie who 
recently gave us an excerpt. The only strain 
evident is in the ravings at “‘ En marche ”’, 
etc., where the poor girl goes to her death 
(original, not the “‘ happy ending ”’ !) 

The recording is excellent and _ the 
important atmospheric effects—of the 
ghostly echoes especially—are perfectly 
captured. Pleasing, but not thrilling. 

P.H.-W. 
MOZART. Le Nozze di Figaro. 
Count Almaviva Alfred Poell (bar.) 
Figaro Cesare Siepi (bass) 
Doctor Bartolo 
Fernando Corena (bass) 
Don Curzio 
Hugo Meyer-Welfing (ten.) 
Don Basilio Murray Dickie (ten.) 
Antonio Harald Préglh6f (bass) 
Countess Almaviva | 
Lisa della Casa (sop.) 

Hilde Gueden (sop. ) 

Suzanne Danco (sop.) 


Susanna 
Cherubino 
Marcellina 
Hilde Réssl-Majdan (mezzo-sop. ) 
Barbarina Anny Felbermayer (sop. ) 
Vienna Philharmonic Orchestra, 
Vienna State Opera Chorus con- 
ducted by Erich Kleiber. Decca 
LXT5088-91 (four 12 in., £7 5s. 10d.). 
Karajan (10/52) 33CX 1007-9 
A most important issue: Figaro is at the 
heart of all love of music and of opera. One 
listens censoriously too. Whereas in say 
Mireille, one settles happily for ‘‘ quite a 
good performance ”’ and a few starry bits, a 
Figaro has got to be “ just so”’. Now, the 
recording position in relation to this 
masterwork has long been unsatisfactory. 
Glyndebourne’s original issue (not the new 
H.M.V. second act one on stereosonic tape) 
came out in bits and pieces. Columbia’s 
Viennese version sung by Austrians in 
Italian and conducted, often far too fast, by 
Karajan, drops all the recitative, being 
merely a suite of the “‘numbers’’. So 
really, this Decca Figaro is the first complete 
LP version. It has given me hours of 
excited (though as I say highly critical) 

listening. 

The first two points to note are that this 
takes eight (not six) sides and that there is 
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never the slightest effect of hustling ; even 
the recitative, beautifully ‘“‘ acted” is 
leisured and graceful. This seems worth 
the extra money, to put it mildly: and of 
course the effect artistically is infinitely 
preferable. The second point is that 
Kleiber, a great artist, has his own ideas of 
tempo. If like me you have had an earful 
of racing Figaro’s (with “‘Non so piu cosa 
son’? and the second act finale going like 
mad things) you will probably at first think 
Kleiber’s tempi inordinately slow. 

But these matters of tempo are often 
highly subjective: tests with the metronome 
and stop-watch show that very often “‘faster”’ 
or “‘ slower ”’ are illusions. The total effect 
could be summed up by saying that the 
second act finale (notably) keeps steadily on 
rather than gathering speed ; all the notes 
are audible ; all the points are made (or I 
should say rather “‘ could be made ’’—for 
it is really much harder to sing Mozart 
slowly and fully, than to peck or tip-and-run 
at him in the manner which is possible when 
a Karajan is belting along underneath). 
Once or twice, as at the chorus entry in 
Act One—and occasionally elsewhere— 
Kleiber actually goes faster than one 
expects! Mostly, however, it is steady, 
relaxed, beautifully musical and never 
whipped up. The speed of ‘* Voi che sapete”’ 
is what I should call the ‘‘ old” speed. 
Again, Kleiber does not lean on or senti- 
mentalise “‘ Porgi amor ’’. One could make 
out a huge list of his negative virtues of 
restraint. Will some people find it a little 
‘“‘overawed ’”? ? Maybe. It has given me 
very great pleasure but it is not, perhaps, 
quite as ideally spirited as one could wish 
for that perfect Figaro one will hear in 
heaven. 

The casting is in some ways unusual. 
Siepi, with his beautifully clear Italian and 
lovely cantabile style is a rich and virile 
Figaro and remarkably nimble, considering. 
His master is a fine vocal actor (see last 
month’s lieder recital reviewed by A.R.) 
and can sound really loud and menacing, 
which is a great point dramatically. The 
part is very clearly realised ; both he and 
Figaro “‘ tell”’. The three lesser men are 
all excellent artists. With the ladies, I have 
some reservations and do not by any means 
feel convinced yet that casts from Vienna 
and Glyndebourne are outfaced, especially 
in view of the extra strain put on technique 
by a slow and spacious handling of the 
music. Lisa Della Casa does many beautiful 
things ; the quality is always lovely. But, 
in the circumstances of an issue like this, 
ought not the singer of “‘ Porgi amor ”’ to 
sail into her aria so that we mentally say 
“Ah, perfect” and not “ Well, they most 
of them wobble there ”’ ? Nerves, I daresay. 
Similarly Gueden’s ‘* Deh vieni ”’ which is 
a little dry and more than a little nervous 
about those low notes. We also hear intakes 
of breath. The stilled perfection of Mme 
Schumann is not found here, and I think 
Columbia’s Seefried is a little more poetic. 
Gueden is an excellent actress, but her glee 
and tenderness are not quite so infectious as 
that of some of Susanna’s. She sings the 
dressing-up-Cherubino aria, “‘ Venite ingi- 
nocchiatvi ” accurately but not very caress- 
ingly ; Susanna is such a key figure in the 
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opera that one “ looks to her ”’ continually 
to supply the sparkle, and though this is a 
very good performance as Susannas go, it 
is not often magical or melting. 

The casting of Mme Danco as Cherubino 
may look odd on paper: and those who 
expect a wilful, passionate, boyish manner, 
won’t get it. The style is cool, pure and 
subtle. But what a reliable musician she is. 
It is really the more lasting sort of pleasure 
to hear ‘* No so pit ” and ‘*‘ Voi che sapete ”’ 
so faultlessly vocalised—even though I 
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think Jurinac (on Columbia) is more easy 
to fall in love with. 

But these picked holes mustn’t be allowed 
to spoil the general impression which is very 
splendid indeed. With the meaningful 
recitative, steady “‘ level ”’ of the recording, 
beautiful silent surface and clear balance 
even in the thickest ensembles, a truly 
engulfing experience of this opera of operas 
is imparted. High comedy in marvellous 
music—on a plate. One can only advise: 
take it ! P.H.-W. 





MOZART. Die Zauberflite. 
Sarastro (2) Kurt Boehme (bass) 
(6) Wilhelm Strienz (bass) 
The Queen (a) Wilma Lipp (sop.) 
of the Night (5) Erna Berger (sop.) 
Pamina (2) Hilde Gueden (sop.) 
(6) Tiana Lemnitz (sop.) 
(2) Emmy Loose (sop.) 
(6) Irma Beilke (sop.) 
Tamino (a) Léopold Simoneau (ten.) 
(6) Helge Roswaenge (ten.) 
Monostatos (2) August Jaresch (ten.) 
(6) Heinrich Tessmer (ten.) 
The Speaker (a) Paul Schoeffler (bass) 
(6) Walter Grossman (bass) 
First Lady (a) Judith Hellwig (sop.) 
(6) Hilde Scheppan (<op.) 
Second (a) Christa Ludwig (sop.) 
Lady (6) Elfride Marherr (sop.) 
Third Lady (a) Hilde Réssl-Majdan 
(mezzo-sop. ) 
(6) Rut Berglund (con.) 
First Boy (a) Dorothea Siebert (sop.) 
(6) Irma Beilke (sop.) 
(a) Ruthilde Boesch 
(mezzo-sop. ) 
(h) Carla Spletter (sop.) 
(a) Eva Boerner (con.) 
(6) Rut Berglund (con.) 
First Priest (a) Erich Majkut (ten.) 
(6) Walter Grossmann (bass) 
Papageno (a) Water Berry (bass) 
(b) Gerhard Hiisch (bar.) 
Second (a) Harald Préglhéf (bass) 
Priest (5b) Ernst Fabbny (ten.) 
First Armed Man 
(a2) Joseph Gostic (ten.) 
(6) Heinrich Tessmer (ten.) 
Second Armed Man 
(a) Ljubomir Pantscheff (bass) 
(6) Walter Grossmann (bass) 


Vienna Philharmonic Orchestra, 
Vienna State Opera Chorus con- 
ducted by Karl Béhm. Decca 
LXT5085-7 (three 12 in., 109s. 44d.). 
Berlin Philharmonic Orchestra, 
Favres Soloisten Vereinigung con- 
ducted by Sir Thomas Beecham, 
Bart. H.M.V. ALP1273-5 (three 
12 in., 1ogs. 44d.). 


Karajan 


Papagena 


Second Boy 


Third Boy 
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While waiting for the transfer to LP of 
H.M.V.’s_ legendary Beecham 1937-38 
recording of The Magic Flute, I played 
through the 78 r.p.m. discs and was amazed 
to hear how well they still sounded. On the 
transfer, surface voice, not unduly obtrusive 
on the old discs, has been eliminated, and 
though the old master has been re-varnished 
the result is undoubtedly a success. It will 


be all the more welcome as the recording 
of the opera was, like the others, a Mozart 
Opera Society issue and probably had a 
limited sale. 

It has been very interesting comparing 
the three recordings listed above: the 
conclusion is the usual one, that one wishes 
it was possible to combine all their virtues. 
Beecham’s handling of the orchestra gives 
me the greatest pleasure of all and his 
tempos, of those more spacious days, seem 
always just right. Karajan offends several 
times in this respect particularly in the 
florid section of the Queen of the Night’s 
first aria, and in her second one, and in 
Monostatos’s little song. Karl Bohm’s 
tempo and general handling of the orchestra 
are very acceptable and he gives more 
consideration to Mozart’s lovely woodwind 
writing than Karajan. 

In both the later recordings the Overture 
sounds rather too strenuous for a fairy-tale 
opera, and neither conductor “ leans ” on 
the bassoons, in the passages after the first 
loud tutti chords in the Allegro, as Beecham 
so charmingly does at the end of their 
phrases. This is one of many enchanting 
things Sir Thomas does. ‘The Beecham cast 
has some weaknesses. Roswaenge acts 
with his voice the best of the three tenors 
but his Dies Bildnis is sung jerkily and at 
points roughly, though he improves greatly 
as the opera proceeds. I like the melting 
beauty of Dermota’s singing best, both here 
and thereafter, though some may prefer 
Simoneau’s or Roswaenge’s more virile 
treatment of the part. Simoneau, however, 
is apt to use too much swell pedal in his 
voice in Dies Bildnis. Hilde CGueden is, 
on balance, the best Pamina. Lemnitz 
spoils Bet Mannern with obtrusive accents, 
though her Ach, ich fihl’s has the most 
pathos and is sung with greater ease than 
the other two. But in general her perform- 
ance is now less appealing to me than those 
of Seefried and Gueden, the latter scoring 
over Seefried in greater firmness of tone. 


All the Papagenos are first-rate and so are 
both Papagenas, for Emmy Loose appears 
also in the Karajan recording. Walter 
Berry has more voice than Erich Kunz and 
Gerhard Hiisch gives perhaps the most 
stylish performance. There is no doubt in 
my mind that Walter Ludwig (in spite of 
some trouble in the basement !) is the best 
Sarastro and the only one really to suggest 
the wisdom and high-priestly character of 
the part. Strienz, with a fine voice, ruins 
the vocal line of O Isis und Osiris with 
portamentos and is all too much of this 
world ; and Kurt Boehme, though doing 
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nothing like that, still fails to bring Sarastro 
to full life. Erna Berger’s coloratura is a 
shade cleaner than that of Wilma Lipp, 
who also appears, as Queen of the Night, 
in both the Columbia and Decca recordings. 
In the latter her voice is much more 
forward than in the Columbia issue, with 
some loss of quality and mystery. We do 
not want this malevolent woman to be 
so close to our ears but prefer to hear her 
at a distance. Decca’s three ‘* boys” (a 
pity real boys were not used, as in a recent 
performance at Salzburg) are much steadier 
than the quavering ladies in the Columbia 
issue. 

The Three Ladies are very satisfactory 
in all three issues with the palm for the 
finest leadership going to Columbia’s Sena 
Jurinac. 

There is an excellent balance in the Decca 
recording of the marvellous duet of the 
Armed Men, instead of the shouting match 
in the Columbia, but Monostatos’s little 
aria does not reach us “ softly and as from 
afar ’’ as it did (with mechanical aid) in the 
Beecham recording. 

Paul Schoefler is very good indeed 
as the Speaker, the finest, I think, of the 
three. 


The Decca recording, as such, is easily 
the best of the three : the balance is excellent 
throughout, and we are given some 
realistic rolls of thunder at the appropriate 
moments when the Queen of the Night 
appears. Columbia has grooves between 
the various pieces (the dialogue is, of 
course, omitted in all three recordings) 
which is a help if one wants to hear a 
particular bit: Decca and H.M.V. have 
no grooves but put the details of the contents 
of each side on the record labels, which 
Columbia do not. 

Enough of these swings and roundabouts. 
Let me say, in conclusion, that if I were 
about to purchase a recording of The Magic 
Flute to-day I should get the Decca issue 
in spite of many things I like in the other 
two. It is the best engineered job and the 
performance is both a beautiful and well 
integrated one. 

There will perhaps never be a perfect 
performance of a Mozart opera in this 
world: it is asking too much. 


STRAUSS, JOHANN. Die Fledermaus. 

Rosalinde 
Elisabeth Schwarzkopf (sop.) 
) 


Eisenstein Nicolai Gedda (tenor 
Alfred Helmut Krebs (tenor) 
Adéle Rita Streich (sop.) 
Frank Karl Dinch (bar.) 
Falke Erich Kunz (bar.) 
Orlofsky Rudolf Christ (tenor) 
Blind Erich Majkut (tenor) 
Frosch Franz Boéheim (bar.) 
Ida Luise Martini (sop.) 


Philharmonia Orchestra and 
Chorus conducted by Herbert von 
Karajan. Columbia 33CX1309-10 
(two 12 in., 72s. 11d.). 
Vienna P.O., Krauss 


(2/51) LXT2550-1 

The new Fledermaus offers the prospective 
buyer a nice little problem in selection. If 
he has the Decca set already, he will 
probably stick to it, but on paper at least, 
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this is perhaps an even more attractive cast. 
Schwarzkopf’s Rosalinde has so much 
character and perhaps a little more bloom 
on the voice than Gueden’s; Streich rivals 
Lipp in neatness and winsome coquetry, 
and honours are about even among the 
gentlemen. 

The big difference is first that while Decca 
cut all the spoken dialogue, running number 
and number together, but yet finding room 
in the party scene for a gloriously intoxi- 
cating performance of the “‘ Tales from the 
Vienna Woods ”’ waltz (strictly, an extra), 
the present version offers no gratuitous 
waltzing but puts in enough of the dialogue 
for a German-speaking listener to follow the 
story unaided. So there is a positive gain in 
stage-illusion about this new set. 

On the other hand, I do not find Karajan’s 
handling of the score quite so smiling or 
irresistible as the late Clemens Krauss’s. It 
is more staid, less creamy. A clear test point 
comes in Act 1 (side 2 in both versions) at 
his handling of Rosalinde’s expostulations 
to the police official who has been told that 
Alfred is not Eisenstein. Rosalinde says: 
**'Who but my husband would be here so 
late...’ ‘* Mein Herr, was dachten Sie 
von mir ?” At the lilting, coy “* Mit mir so 
spat ’’, Krauss employs a truly Viennese 
rubato, a “‘ caught breath ’’, a faint Atem- 
pause, which just makes the difference—for 
me, at least. Karajan plays it quite strictly 
and leaves the singer to supply the coyness. 

One could multiply instances of the kind. 
But if the smile is fainter, the actual singing 
is sometimes a fraction more distinguished 
than on Decca’s, if that is a consideration in 
this masterpiece of all operettes; the 
Czardas, for instance, though Gueden’s is 
also a splendid performance. All in all, it is 
just a matter of taste, personal preference 
and that little question of the dialogue or 
the extra waltz. It’s a rich world where you 
can pick from two Fledermduse like these ! 


P.H.-W. 
TCHAIKOVSKY. Tatiana’s Letter 
Scene from “Eugene Onegin” 


(Act 1). Licia Albanese (soprano), 
Leopold Stokowski and _ his 
Symphony Orchestra. 


VILLA-LOBOS. Bachianas Brasileiras, 
No. 5. Licia Albanese (soprano), 
Frank Miller (solo cello), Eight 
*Celli and Bass’ conducted by 
Leopold Stokowski. H.M.V. 
BLP1075 (10 in., 27s. 34d.). 


Recordings of the letter scene are not so 
common one can dismiss a new one lightly. 
I admire points in both Hammond’s 
English version and Welitsch’s German 
one, which was a shade brisker. Here, the 
Italian soprano sings in Russian, with very 
clear words and, as you might imagine, 
plenty of vocal resource, far more indeed 
than any Tatiana I was lucky enough to 
hear in Moscow. She sings in tune and in 
time and puts a good deal of passion into 
the obvious places (i.e. just before the full 
tutti crash in with the main theme for the 
last time). Yet I miss the quintessential, 
virginal, dreamy quality, Pushkin’s dear 
Tanya and her hushed and tender whisper 
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in the night. I think it partly that Stokowski 
takes it all just a shade too fast. The singer 
starts at the words which in Dent’s English 
are *“‘ There is no doubt at all; I love 
him ”’ which gives us also the apostrophe 
to the nurse, but I would sacrifice that 
yearning passage for a slower, steadier 
tempo at the start of the actual letter 
writing (“ I write to you without a reason,”’ 
intoning) where the effect of the “ line of 
the oboe crossed by the dropping fourths... . 
and the light splash on the harp ”’ (Gerald 
Abraham’s lovely description) can—if per- 
fectly timed—create a utterly magical 
sense of the situation; but it here flicks 
by too fast. Again at the end of the letter 
(“*’Tis ended’) what a big dividend a 
split second longer of relaxation would 
have paid out! 

The Villa Lobos piece (a curiosity, I still 
find it, rather than a joy) is here much 
better recorded than by Bidou-Sayaou on 
Columbia LX1439 and fairly authentic 
sounding. The effect is like a jumble of 
** Swanee ”’ and a Brandenburg Concerto. 
The solo ’cello and the spacing of the string 
consort sound good. Recommended to 
those who want to make up the set, but 
otherwise an unconventional coupling. The 
two sides should be tried rather than bought 
blind. P.H.-W. 


VERDI. Don Carlo. 
Filippo II Boris Christoff (bass 
Don Carlo 
Mario Filippeschi (tenor 
Rodrigo di Posa Tito Gobbi (har. 
Il Grande Inquisitore 
Giulio Neri (bass) 
Un Frate Plinio Clabassi (bass 
Elisabetta di Valois 
Antonietta Stella (sop. ) 
La Principessa Eboli 
Elena Nicolai (mezzo-sop. ' 
Tebaldo Loretta di Lelio (sop.' 
Il Conte di Lerma 
Paolo Caroli (tenor) 
Un Araldo reale 
Paolo Caroli (tenor: 
Voce dal cielo 
Orietta Moscucci (sop. ) 
Orchestra and Chorus of the Opera 
House, Rome conducted by Gabriele 
Santini. Chorus Master: Giuseppe 
Conca. H.M.V. ALP 1289-92 
(four 12 in., £7.5s.10d.). Recorded in 
the Opera House, Rome. 


It may be part of a critic’s proper 
function to be unreasonable, but I am 
going to be reasonable in this case and say 
that we are lucky to have this not hugely 
popular masterpiece made available in full 
(the Italian version, that is, not the longer 
Paris opera version with the Fontainebleau 
prelude). It is called a sombre opera: 
inevitably the cold shadow of the Escurial. 
of which poor loveless King Philip sings in 
that marvelous self-communing before the 
dawn, lies across the work. At times, as in the 
great interview between monarch and 
inquisitor we seem almost to move into the 
world of Boris, and not only because 
Christoff gives Verdi’s king the stature o/ 
Mussorgsky’s tyrant. In the whole range 
of Verdi there is hardly any scene more 
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To quote that very excellent authority, Mr. 
Desmond Shawe-Taylor, in ‘“‘ The Gramophone ”’ 
in his Quarterly Review of September, 1955 :— 


“Mark Reizen, the Khan Khontchak of 
Monarch’s ‘Prince Igor’, is one of the finest 
singers in the world. .. .” 


Listen to MARK REIZEN 


singing excerpts from 


““Ivan Susanin,” by Glinka and, “ Boris 
Godunov ” by Moussorgsky, with the Bolshoi 


State Theatre Orchestra. 
on MEL 710 





Another genuine Russian Recording : 
Trio in A minor by Ravel 
Lev. Oborin (piano) 
David Oistrakh (violin) 
S. Knushevitsky (’ce//o) - 


and 


Trio in F sharp minor by Babadzhanyan 


A. Babadzhanyan (piano) 
David Oistrakh (violin) 
S. Knushevitsky (’ce//o) 
on MWL‘367 





and, reverting back to Mr. Shawe-Taylor— 


‘* T am glad to see that Monarch have detached 
this side (Songs of the Three Merchants from 
Sadko by Rimsky-Korsakov) and coupled it 
on MWL337, with Reizen’s performance of 
the Mad Scene and Death of the Miller and 
other music from Dargomijsky’s Rusalka .. . 
I should think this must be a record well 
worth having... .” 

on MWL 337 





JAMES QUALITY RECORDING CO. LTD. 
28 Buckingham Street, Strand, London, W.C.2 
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NEW RECORDS. 


Keep your Record Collection up-to-date 
AT ASTRA HOUSE 


where every worth-while L.P. record of good 
music is kept in stock. there is also a staff of 
capable assistants all of them eager concert and 
opera fans, who can and do give really know- 
ledgeable advice on what particular recording or 
performance is best worthy of your attention. 

This service is available to Post Customers as 
well as to Personal Callers. New L.P. records 
are Post and Packing free. 


EXCHANGE 


At the same time we can relieve you of any 
unwanted L.P.s or 78 r.p.m.s you no longer 
wish to keep, in part-payment for the records 
you do want. Records handed in for allowance 
must be in perfect condition—damaged or worn 
records can only be treated as scrap. 


RECORD STORAGE 


We are now able to offer record storage boxes 
for L.P.s large enough to take all makes of L.P. 
records in their jackets. These boxes are made 
up in attractive book form in three colours, red, 
green and black, and will hold approximately 
twelve records each. 


12-in. size : 12s. 6d. 
10-in. size: 8s. 6d. 


SLIGHTLY USED RECORDS 
For the L.P. enthusiast with a limited purse 
our second-hand L.P. record department offers 
wonderful opportunities. 3,000 perfect records 
in stock, which may be selected by number or 
title and if desired, tried over in our audition 
rooms. 


Similarly our second-hand 78 department 
offers wonderful bargains to the enthusiast who 
cannot afford L.P. or still prefers 78s. 5,000 
12-in. records, Symphonies, Concertos, Operas, 
Chamber Music at from 2s. 6d. to 5s. Od. per 
record to browse through. 


For the collector of Golden Age records 
there are, in what has become widely known as 
*‘ Dead Man’s Corner’, some 2,000 Vocal records 
by famous artists of the past, at attractive prices. 


Price. 


Please note we do not issue lists of used records. 


THE GRAMOPHONE EXCHANGE 


Midway between the Palace 
and Saville Theatres 


Astra House 


121-123 Shaftesbury Avenue, London WC2 


Temple Bar 3007 
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in a second 

by means of the 
IMHOF COMPARATOR 
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the finest way by far 
to hear, compare and choose 
the system which suits 


your requirements best 














Our new Hi-Fi Room has better than ever facilities and an even wider range of instruments on display 


To enable you to compare different hi-fi set-ups quickly and easily we have evolved the 
Comparator which links any combination of tuner, player, amplifier and loudspeaker from 
the wide range of equipment on display. 

Select an amplifier by turning the control knob and compare the performance with various 
players and speakers. 4000 combinations are in fact possible. 

While we are always ready to give an unbiased opinion based on our own unrivalled 
experience in this field the final decision must inevitably be yours and 

it is to help you in forming your own opinion that we have planned our showroom. 

Call in whenever you like and hear what’s new in high fidelity. 

We are open every Thursday until 7 p.m. 

and until 6 p.m. other weekdays except Saturday when we close at 12.30 p.m. 


Post and export orders fully tested, carefully and strongly packed and promptly despatched. 


Alfred Imhof Limited 112-116 New Oxford Street London WCI Telephone Museum 7878 (20 lines) 
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full of atmosphere than this bodeful and 
austere exchange of bass sentiments. Side 
5, taken with great spaciousness and a 
dignified reserve by the veteran Santini, 
embraces the monologue and the duet. 
But you will not have to go to the end of 
the side 1 without noticing that in one’s 
gratitude there are some blemishes to 
overlook: one chorus fumble, some con- 
gestion in recording and a tenor, Filip- 
peschi, who seems at the mercy of the loudness 
of his own voice and though striving to 
sing artistically, unable to give simple 
lyrical love phrases smoothly or beautifully. 
The “‘ grand ”’ duet with Rodrigo Marquis 
of Posa indeed is not anywhere up to 
the level achieved by Caruso and Ruffo 
or Caruso and De Luca (they also 
made that together). The fault is not 
Gobbi’s. Gobbi goes from strength to 
strength ; in the next scene, with the 
Queen he is showing superb artistic finesse 
and I say with due consideration that 
Rodrigo’s noble death scene on side 7 
elicits from this artist some of the loveliest 
baritone singing I have ever heard on 
record. 


With these cardinal roles of the king and 
Posa thus finely done, with beautifully 
moulded and imaginative tone-colour and 
phrasing, it is hard not to feel exasperation 
say at the aforementioned tenor, though in 
himself he is not really inadequate. Less 
excusable is the mezzo, though she too tries 
her best: it is not insensitive singing, 
merely not very well brought off. Eboli 
(‘that lady” and really a _ one-eyed 
adventuress in history) is an important 
agent but a “beauty” in Verdi’s opera. 
Elena Nicolai really only makes a Santuzza 
of her. The florid Song of the Veil (or fan 
dance ?) in the second or garden scene was 
presumably meant for some mezzo like 
Trebelli who could flash rich, but really 
fast, coloratura at us. Nicolai makes a try 
at it, but the trills and echo effects are 
elephantine. Nor does she compensate, as 
some such Ebolis do, with a scorching hot 
‘* Don fatale ’”’ later on. Hers is compara- 
tively tame, though often sumptuous- 
sounding in tone. Remains Stella in the 
wonderful soprano role. This young singer 
heard at Covent Garden as Aida recently, 
has an absolutely gorgeous voice, silky, even 
from top bottom and a quality which a 
Callas might yearn for all her life. More- 
over the voice is always “‘ on the breath ” 
and some of her dramatic sforzandi and her 
medium singing, as just after her entry 
when she sighs “‘ Francia, nobil suol”’ (it 
is her native land), the effect is ravishing. 
But the stylistic sense is undeveloped. 
Architecturally, she is not equal to the 
great sweep and histrionic-melodic layout 
of the great prayer (“‘ Tu chi la vanita ’’). 
She wobbles. So for that matter did Grandi 
in her famous account of it. But Grandi 
had a stylish grandeur of manner and 
feeling for shape not to be matched here. 


In sum ; despite some blemishes, for the 
contributions of Gobbi and Christoff, for 
the bloom on Stella’s voice and for the 
sublime ultra-Verdian splendours of this 
score, lovingly handled by Santini, the set 
will repay attention. P.H.-W 
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WALTON. Scenes from “ Troilus and 
Cressida ”’. 
Troilus 
Cressida 


Elisabeth Schwarzkopf (sop.) 


Richard Lewis (tenor) 


Evadne Monica Sinclair (con.) 
Three Geoffrey Walls (tenor) 
Watchmen John Hauxvell (bar.) 


Lewis Thomas (tenor) 

Philharmonia Orchestra conducted 
by Sir William Walton. Columbia 
33CX1313 (12 in., 36s. 54d.). 
Act 1: Is Cressida a slave ?, Slowly 
it all comes back. Act 2: How can I 
sleep ? If one last doubt ; Now close 
your arms. Act 3: AIll’s well! 
Diomede ! Father ! 

In a note on his opera which Sir William 
Walton has contributed to the pamphlet 
that accompanies the American (Angel) 
issue of this recording the composer says, 
** the theme of this opera commended itself 
to me because of the human situations 
which, though set in prehistoric times, are 
of a universal kind. The story also presents 
a pattern of contrasted characters such as 
modern audiences can believe in, which is 
surely an essential for a contemporary 
dramatist of any sort, most especially a 
composer working for the Opera House 
with its demand for clearly-defined musical 
characterisation. The conflict, not only 
between certain of the characters them- 
selves, but by implication between the 
worlds of private and public life, also lends 
itself to musical treatment and as a back- 
ground or climate of feeling likely to engage 
the sympathetic interest of people to-day.” 

The great popular success of Troilus and 
Cressida showed conclusively that the public 
considered that the composer had succeeded 
in his task and were pleased with him for 
giving them grand opera in the grand 
manner, a work in which the singers had 
grateful and rewarding music to sing and 
in which the orchestra had full play. 

As Sir William expected there were 
critics who found the opera reactionary and 
condemned him, as one of them said, “‘ for 
continuously failing to fulfil his con- 
temporary duty and calling on the past to 
help him out . . . a work which does not 
employ a valid contemporary style cannot 
hope to communicate anything valid to 


- the audience.”’ 


In reply to these objections it is enough to 
say that the composer wrote the opera he 
wanted to write not the opera this critic, 
and others of his mind, thought he should 
have written, and that he obviously com- 
municated musical matter of sufficient 
validity to rouse the audience, and many 
musicians, to a rare degree of enthusiasm. 

The opera is having its first performance 
at San Francisco as I write this review and 
will be heard at the New York City Centre 
on October 21 and at La Scala, Milan, 
next January, with the composer present 
on each occasion. I shall be very surprised 
if it does not repeat its success at all the 
places. It is also to be revived at Covent 
Garden some time before Christmas. 

The really new thing in this opera is that 
an English composer has been capable of 
writing such passionate and full-blooded 
love music and the clue to this may lie in 
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a sentence in the pamphlet which reports 
that Walton “ spends part of every year on 
the island of Ischia, Italy, where he com- 
posed Troilus and Cressida”’. Englishmen 
who go to live in the South of Italy, and on 
such a lovely (and volcanic!) island are 
apt to undergo a remarkable change, and 
to shed whatever inhibitions they may have 
had. Into Walton’s music there comes a 
full tide of sensuous lyricism and that occa- 
sionally carries along with it some second- 
hand and even commonplace material, but 
is, I find, irresistible and heart-warming. 
The extracts on the disc give a very com- 
plete picture of Cressida from the moment 
that Troilus declares his love for her to her 
tragic end. “ Is Cressida a slave ?” is an 
outburst of indignation and love by Troilus 
before she appears, and in which there 
comes the first of the fine lyrical pieces 
** Child of the wine-dark wave mantled in 
beauty”. Then, as Cressida appears, the 
oboe plays one of the sad and moving little 
phrases associated with her. She tells how 
her husband was killed by the Greeks, her 
father made an outcast by the Trojans, 
and, in a lovely passage, how her only hope 
is in the goddess Pallas. ‘“*‘ We must nct 
meet again,” she ends, “‘the gods are 
frowning ”’. 


The second extract is Cressida’s long 
monologue of childhood memories of her 
father and her anguish at his deserting to 
Troy, a dramatic piece with one lyrical 
passage at the start, of great pathos. In the 
next extract “‘ How can I sleep ? ” Cressida 
declares her love for Troilus, which she can 
no longer restrain; and then comes the 
big love-duet followed by the outburst of a 
great storm into which is woven the 
passionate music of the lovers’ momentary 
happiness. (A few bars of music accom- 
panying the brief entrance of Pandarus 
precede the storm and make one regret 
that this great cosmic creation—superbly 
sung in the opera by Peter Pears—could 
not have been vocally represented). 

Last of all we have the start of Act 3, 
with the voices of the watchmen calling 
** All’s well!’ and Cressida, with her 
treacherous maid Evadne, watching hope- 
lessly for Troilus’s return; and then the 
highly dramatic moment when, having 
played him false and consented to become 
the bride of Diomede, Cressida finds herself 
cast off by both her lovers and desperately 
alone, though still, at heart, with Troilus. 
She kills herself with his sword. 

The performance of these extracts, under 
the composer’s direction, is extraordinarily 
vivid and exciting, vocally and orchestrally 
and it is recorded with startling fidelity. 


Elisabeth Schwarzkopf and _ Richard 
Lewis give themselves wholeheartedly to 
the lyrical fervour and abandon of the 
music and are most moving in their few 
quiet moments, and Monica Sinclair is 
satisfactory in the small part of the maid 
Evadne. Miss Schwarzkopf has difficulty, 
naturally enough, with some of the English 
words but she is able to give full value to 
the great soaring phrases of her grand part 
and to its expressive moments. 


I strongly urge intending purchasers to 
buy a copy of Christopher Hassall’s fine 
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libretto (O.U.P. 3s 6d.) both for its own 
sake and because it enormously increases 
the enjoyment of the extracts from this 
splendid and beautiful opera. ‘The vocal 
score is to be published in November 


(O.U.P. 63s.). ALR. 


DOBBS OPERATIC RECITAL. Pari 
siamo ! Figlia! Mio padre; 
Gualtier Maldé! Caro nome che 
il mio cor (Act 1). Chi @ mai 
(Act 4) from ‘“ Rigoletto” (Verdi). 
Mattiwilda Dobbs (soprano), 
Rolando Panerai (baritone), 
Philharmonia Orchestra conducted 
by Alceo Galliera. All Hail to 
Thee, O Sunlight Gleaming (Act 2) 
from “The Golden  Cockerel ”’ 
(Rimsky-Korsakov). Obéissons, 
quand leur voix appelle (Act 3) 
from ‘“‘ Manon” (Massenet). Ah! 
mon credea mirarti (Act 2) from 
“La Sonnambula” (Bellini). Sous 
le ciel tout étoilé (Act 3); Les 
fleurs me paraissent plus belles; 
Pourquoi dans les grands bois 
(Act 1) from ‘“ Lakmé”  (Delibes). 
Mattiwilda Dobbs (soprano), 
Philharmonia Orchestra conducted 
by Alceo Galliera. Columbia 
33CX1305 (12 in., 36s. 54d.). 

One side consists of Rigoletto excerpts of 
which the last duet, the daughter’s death in 
a sack, comes off best, with lovely soft high 
notes from Miss Dobbs. Panerai, a hand- 
some, generous young baritone is as yet a 
sincere rather than a subtle Rigoletto and 
Miss Dobbs tends to be fluttery which is 
perhaps not out of character in Gilda but 
compares poorly with Erna Berger on 
H.M.V.’s complete set of Paliughi on Cetra 
or even the old plum label H.M.V. A 
great pity is the shorn ending of “ Caro 
nome ”’, which should always be continued, 
chorus or no chorus, up the stairs till Gilda 
has gone off-stage, for that is one of the 
most magical of all Verdi’s effects, the 
dreamy repetition of the melody with 
altered harmony. I fear, in a fiercely 
competitive field we must write this side off 
as just another Rigoletto concert. 

On the reverse, Miss Dobbs is delightful 
in the French pieces. Lakmé seems to suit 
her specially well and “ Pourquoi ? ”’ is 
ravishingly done, with exactly the right 
light pathos but without the thinness and 
nasal hardening that so many modern 
French Lakmés import into this beautiful 
wistful scene. The Manon Gavotte also 
comes off splendidly and is just what 
Massenet must have had in mind: light, 
caressing, gracious with really pretty and 
well-tuned high notes. But Bellini’s 
wonderful sleep walking aria demands a 
much finer ear for the “line” and the 
general architecture of the scene than Miss 
Dobbs displays and she is quite outclassed 
by such versions as Toti Dal Monte or 
Carosio, both far better if also slightly 
more “ metallic ’’. (Miss Dobbs is never 
that—and some people may find it a very 
strong point in her favour.) We have so 
long wanted a version of Queen of She- 
makha’s greeting to the sun—a real vocal 
version, that is to say, not an arrangement 
for chinese fiddle or ukelele—that I am 
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disposed to overlook faults in this agreeable 
English performance. But it does not make 
me forget, say, Eidé Norena’s flawlessly 
phrased and mysterious veiled singing of it 
on an old Parlophone, which was vastly 
superior. A lack of overall sense of the 
shape and rhythm and a nervous flutter 
just keep Miss Dobbs short of excellence. 
Recording variable but better in the arias 
than in the Rigoletto scenes. P.H.-W. 


LOS ANGELES OPERATIC RECITAL. 
Sorta é la notte; Ernani! Ernani, 
involami (Act 1) from “ Ernani” 
Era pii calmo? Piangea cantan- 
do; Ave Maria plena di grazia (Act 4) 
with Giannella Borelli (mezzo-sop.), 
from ‘ Otello”? (Verdi). Si, Mi 
chiamano Mimi (Act 1); Donde 
lieta usci (Act 3) from “ La Bohéme ” 
(Puccini). L’altra notte in fondo al 
mare (Act 3) from “ Mefistofele ” 
(Boito). Nacqui all’ affanno e al 
pianto; Non piu mesta accanto al 
fuoco (Act 2) from ‘* La Cenerentola ” 


(Rossini). Voi lo sapete, o mamma 
from ** Cavalleria Rusticana ”’ 
(Mascagni). Ebben? Ne andro 


lontana (Act 1) from “ La Wally ” 
(Catalani). Victoria de Los Angeles 
(soprano), Orchestra of the Opera 
Opera House, Rome conducted by 
Giuseppe MorelJli. H.M.V. ALP 
1284 (12 in., 36s. 54d.). 

For those many people in love with this 
singer’s voice and personality, no words 
of mine will be needed to recommend the 
generous helping. Half in love myself 1 am 
possibly disqualified. But it may help 
prospective buyers to know that in the 
highest reaches of her art, which is to say 
the ‘Willow Song” and prayer from 
Otello Miss De Los Angeles passes the test 
triumphantly. This Otello excerpt is the 
most considerable part of a fine bargain 
and while one cannot exactly say that it 
surpasses Rethberg (with much _ older 
recording) or Gatti (full version), it rivals 
both, being the expression of a not less 
distinguished artist’s deepest feeling. On 
balance, it sounds perhaps a little fresher 
than either of the above artists’, but not 
always so ideally steady or contained. The 
portamenti sound wonderfully natural. 
The mood is wholly realised without 
forcing. Little details of interpretation may 
be called in question. “‘ Mine eyes do itch ; 
doth that bode weeping ?”’ (“ E presaggio 
di pianto ?”’): is not this more effective if 
understated ? I think Gatti is a fraction 
more moving in the prayer, but De Los 
Angeles sounds more innocent (as does 
Steber on Philips) which is after all the 
important point dramatically. Wonderful 
heart-easing moments. 

We have long wanted a good account of 
Elvira’s invitation to the brawny Ernani 
to carry her off (since husband is not home 
by dawn!). This is pleasing but not 
quite so lilting or light as Ponselle’s famous 
old version, nor so thrilling in the cabaletta 
(“‘ Non favella’’) with its treadle sewing- 
machine and valse exhilaration. That is 
because Miss De Los Angeles’s voice is not 
always quite ... what is the word? 
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** Nippy ” is the exact word I mean. This 
shows too in the Cenerentola Rondo which 
just misses sparkle, yet has real charm and 
mischief and a very fair degree of precision. 
I like it better than Jennie Tourel’s or 
Simionato’s but in spite of the fact that the 
runs are more even in scale than Supervia’s. 
this new version is not quite so heady; « 
little staid, in fact. 


Santuzza’s aria is splendidly done. As 
Mimi, the singer is as you would expect. 
most attractive. I am vulgar enough in my 
tastes to have wanted a little more of 
voluptuous swell at the slide into the sub- 
dominant in “Si, mi chiamano Mimi ”’ 
where the little milliner is describing the 
moment when winter thaws into spring: 
and nothing would be lost and much gained 
by a genuine diminuendo on the last 
** senza rancore’”’ of the Farewell. There 
are personal likes and just two of those 
** merest details ’’ which make one passion- 
ately prefer one version of a song to another! 

Comparatively, the prison aria from 
Mefistofele does not succeed so well. The 
approach is deliberately simple, without 
grand drama @ la Albanese; but the 
vocalises and the trill which are such a 
feature of the aria (though the latter is 
not always essayed, I admit) are not so well 
done here as to make the version definitive. 
The lovely aria from the end of the first act 
cf Catalani’s opera where the rebellious 
daughter plans to leave home is better than 
Tebaldi’s or Hammond’s and miles superior 
to most modern versions, but I still cannot 
do without the ecstatic soaring pathos which 
Hina Spani brought to it. 

All in all, lovely singing and well 
captured. P.H.-W. 


WOLF-FERRARI. Il Segreto di Susanna. 
Ester Orel (soprano), Mario Boriello 
(baritone), Turin Symphony Orch- 
estra conducted by Alfredo Simon- 
etti. D.G.G. DGM18136 (12 in., 
36s. 54d.). 

This delightful short opera, an extended 
duo for a jealous husband and an innocent 
wife, used to be enormously popular, and 
this charming performance explains why. 
What is hard to understand is why it should 
have been allowed to slip out of the 
repertory. True, the point of the tale is out 
of date. In 1909 a husband smelling tobacco 
in his wife’s boudoir had reason to suspect 
a hidden lover. In 1955 a wife would never 
hide her taste for the weed. But has not 
such a smoking-in-secret situation already 
a period charm ? And how can one neglect 
the grace and the melodious skill of such a 
score ? The composer, half-Italian, half- 
German, shares an inheritance which 
derives from Verdi’s Falstaff (often in mind) 
and the German generation of Nicolai and 
ultimately Richard Strauss. Susanna’s long 
solo (on side 2 about half an inch in) is 
exceptionally attractive soprano music ; 
and deserves fame quite as much as the 
overture which, to be sure, with its lilting 
tunes and suggestion of laughter, does sti!! 
receive performances. 

This account of the work is deft and 
spirited. The soprano is new to me and at 
times the voice sounds a little thin in the 
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“20 ANS DE MUSETTE” 


EL RELICARIO — Paso-doble (José Padill.) 
GRANADA — Paso-doble (José Garcia) 

MARIA, MARI! — Valse (Di Capus) 
MIGNONNETTE — Valse musette (Michel Péguri) 
NOTRE TANGO — Tango (G. Brévard — Paul Nast) 





Suite de Danses interprétées 





VIOLETTA — Tango (Othmar Klose & R. Lukesch) 4 la Salle Wagram au cours du 
PLAISANCE FOX — Fox 4a variations (E. Vacher Bal des Catherinettes par Emile 
& J. Péyronnin) Prud’homme et son Ensemble. 


LA BELOTE — Java (Maurice Yvain) 

LA JAVA — Java (Maurice Yvain) 

C’EST LA VRAIE DE VRAI— Java (Decaye-Doloire) 
LA PLUS BATH DES JAVAS— Trémolo 





tens 
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FOI DEUS — Fado (Dr. Alberto Janes) AMALIA ENCORES 
FADO DOS FADOS (Dr. Leonel Neves — 
Antonio Mestre) 
ALAMARES — Fado (Linhares Barbosa — 
. Jaime Santos) 
LIBERTACAO — Fado (Dr. David Mourao — : 
Ferreira, arr. Santos Moreira) Amalia Rodrigues 
7 with Guitar and Viola 
MINHA CANCAO E SAUDADE —Fado accompaniment 
: (Vaz Fernandes — Franklin) 
NAO E DESGRACA SER POBRE — Tradicional 
NOVO FADO DA SEVERA (Dr. Julio Dantas — 
Frederico de Freitas) 
AMANTES SEPARADOS — Fado 
° (Sidénio Muralha— Antonio Mestre) 
33CS 3 
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AT THE ROYAL OPERA HOUSE, IN STOCKHOLM 





L’ELISIR D’AMORE ( Donizetti) 
TOSCA (Puccini) Arne Hendriksen, Aase Nordmo-Lovberg, 
LE NOZZE DI FIGARO (Mozart) Erik Saeden, Kerstin Beyer, Joel Berglund, 
CARMEN (Bizet) Margareta Hallin-Bostrom and 
DIE VERKAUFTE BRAUT (Smetana) The Royal Orchestra, Stockholm 
IL BARBIERE DI SIVIGLIA (Rossini) conducted by Sixten Ehrling 
TANNHAUSER (Wagner) Birgit Nilsson, Gosta Bjérling, Bette Bjdrling, 
TOSCA (Puccini) Hugo Hasslo, Bjérdis Schymberg and 
is SAMSON ET DALILA (Saint-Saéns) The Royal Orchestra, Stockholm 
uL : rs Bees Su RIGOLETTO (Verdi) ; conducted by Sixten Ehrling 
Fi i, LA TRAVIATA (Verdi) 
: ALPC 1 
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This is the 327RG—a new addition to the 
Ferguson value-for-money range of radio- 
grams. And what a fine Ferguson it is! A hand- 
some, compact, 3-wave 3-speed console with 
an impressive performance on radio and re- 
cords. 


FERGUSON woo. 327RG AGens 


TAX PAID 
for operation on AC mains only 


5-valve 3-waveband superhet. 3-speed auto- 
changer with turnover crystal head for standard 
or L.P. records. External speaker sockets with 
muting switch for internal 8” P.M. moving coil 
speaker. Handsome console cabinet of figured 
wainut veneers lined with a contrasting light 
wood. 
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many disputatious passages with the bari- 


tone. But the cantabile parts sound very 
pleasing and evidently there is a sense of 
humour here, which must make the stage 
performance enjoyable. The baritone is 
known to us in smaller roles on Decca 
Italian opera (i.e. Manon Lescaut); an 
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excellent actor apparently. In some 
passages he uses more vibrato than is some- 
times liked in England, but he, too, where 
offered a lovely tune “‘ on a plate ”’, knows 
how to make the best of it. The recording 
has one or two hollow patches, but is mostly 
strong and clear. P.H.-W. 





NIGHTS AT THE 


By W. A. 


From the Decca Company comes a twelve- 
inch long-player of the ceremony of Trooping 
the Colour made by the Band of the Grenadier 
Guards under Major F. J. Harris (LK4118), 
and I hope that this will be issued abroad for 
few English ceremonies are more admired by 
visitors. There is about it a restrained dignity 
and a pomp mingled with simplicity which 
other countries seem unable to achieve. Also 
I have been struck many times when discussing 
it with and explaining it to foreign friends that 
they find it difficult to realise that the Queen 
is not really the central figure. The colour is 
trooped as a mark of respect to Her Majesty 
but she herself salutes it. Here is a record that 
is splendidly done. It would have been easy to 
get a blare but instead everything is recorded 
at a comparatively low volume level which 
adds to the verisimilitude. One feels to be 
hearing it on the spot from a normal distance 
and not from immediately behind the band. 
The approach of the Queen with her Sovereign‘s 
escort is first heard in the distance and gradually 
comes nearer and nearer, then we hear the 
Royal Salute and the first slow marches. The 
line is inspected and Quick March, Slow 
Troop, Quick Troop and Escort Colour follow 
in turn. Then come the Slow and Quick March 
Past followed by the Cavalry Walk and Trot 
Past, the Royal Salute and the march away to 
and along the Mall of the Foot Guards, perhaps 
the most moving moment of all now that they 
are led by so young and so gracious a Queen. 
The last third or so of the second side contains a 
splendid recording by the Corps of Drums, 

ttalion Grenadier Guards, which 
includes bugles and fifes, of the ceremony of 
Beating the Retreat with its traditional calls, 
tunes and pauses. This ceremony used to mark 
the closing of the barriers and gates for the night. 

Philips NBL5019 is a very economical record 
containing Manuel Rosenthal’s arrangement of 
the music of Offenbach for Gaiété Parisienne, 
a Massine production first presented at Monte 
Carlo in 1938, and Chopin’s Les Sylphides 
played by the Philadelphia Orchestra under 
Eugene Ormandy. The orchestra is in 
magnificent form and the recording is of fine 
quality. The former is not complete of course 
but I myself feel that for purely aural purposes a 
shortened version is preferable to the full score. 
Here we have, in five bands: ‘‘ Overture and 
Tortoni’”’?; “‘Galop, Valse and March”? ; 
“Grand Valse’?, ‘“Can-Can No. 1 and 
Quadrille ” ; “‘ Can-Can No. 2 and Barcarolle’’. 
Several people have from time to time dabbled 
in the arrangement of the score of Les Sylphides 
but this is as pleasant as any arrangement I 
have heard and more desirable than most. 
The Philadelphians give us some beautifully 
silky string tone. Ormandy differs from other 
recordings in placing the second appearance 
of the “ Prelude Op. 28, No. 7’ before instead 
of after the two Mazurkas, and he omits the 
repeat in its first appearance, doubtless to save 
space in a very full record. I have called this an 
economical record ; it is, and to my ears it is 
also the most desirable performance and record- 
ing of both these suites. 
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Much of Musique Populaire Roumaine played by 
Les Chanteurs et I‘Orchestre d’Instru- 
ments Populaires de la Maison de la 
Culture de Bucarest is familiar in style if 
not in content (London International TWBV 
91107). I cannot say what the precise constitu- 
tion of the orchestra is but it is based on violins 
and plucked instruments with cimbalom and 


some wood wind. Among the latter is an 


instrument that sounds half flute and half fife. 
Of the ten selections, all of which I think are 
traditional, five are vocal (three mezzo- 
soprano solos and two baritone solos) and the 
other five are purely instrumental. Typical of 
the music of South-Eastern Europe most of the 
pieces are in two sections, slow followed by fast. 
The only item familiar to me is “* Hora Stacato ” 
and popular as this has become as a violin 
encore I like it even better in its traditional 
form. ‘‘SArba lui Fanica Luca” is most 
attractive in a curiously jerky way and 
** Melodii Rominesti’? has a fascinatingly 
languorous introduction. Of the vocal items I 
found “ Foaie verde de alma” sung by the 
girl and “ Uhai-bade ”’ sung by the man to be 
the most interesting. 

For the first time we are given an almost 
complete recording of the Sylvia ballet music of 
Delibes. All previous records have included 
little more than a third of the score, usually the 
suite normally played in the concert halls. 
H.M.V. CLP1058 contains nearly, although not 
quite, the whole of the score. This is so import- 
and that I list the numbers: Act 1: 1 “ Faunes 
et Dryades (Scherzo)”, 2 “Le Berger 
(Pastorale)”, 3 ‘“‘Les Chasseresses’’, 4a 
** Intermezzo ’’, 4b “* Valse Lente ”’, 6 ** Cortége 
rustique ’’, 7 “ Scéne ’’, 8b “ Finale’; Act 2: 
10 “Pas des Ethiopiens”, 11 ‘‘ Chant 
Bachique”’, 12 ‘“‘Scéne et Danse de la 
Bacchante’’; Act 3: 14 “‘ Marche et Cortegé 
de Bacchus ”’, 15a “‘ Sc*ne ”’, 15b “ Barcarolle ”’, 
16a “ Pizzicati’’, 16b “ Violon Solo’, 18 
** Apparition d’Endymion’”’. Important ? Yes, 
for Delibes was the father of the modern ballet 
and Sylvia is still one of the “‘ freshest ”’ of all 
ballet suites of its period, is full of melody, 
ingenious in its harmonies and brilliant in 
orchestration as all who are only familiar with 
the numbers usually played or with the potted 
one-act version of the ballet will discover on 
hearing this record which reveals Robert 
Irving (conducting the Philharmonia 
Orchestra) to better advantage than I have 
ever heard him before. The recording is of 
superlatively good quality. 

Ballet music is also mainly the subject of 
Parlo. PMCr1029, an excellent record in which 
the Philharmonia Orchestra under 
Warwick Braithwaite play, in this order, 
the William Tell Overture and the Passo a tre from 
the ballet in Act 3 of the same opera, Ballabile 
from Aida, the ballet music from Faust and the 
Dance of the Hours from La Gioconda. I am not 
enamoured of “‘omnibus”’ records as a rule 
but these live very happily together and both 
performance and recording are first class. 

Another excellent record is a coupling of 
Grieg’s Norwegian Dances, Op. 35 with his Peer 
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Gynt Suite No. 1. An obvious coupling that 
nobody has ever thought of before. Again the 
orchestra is the armonia but the 
conductor this time is Fistoulari. This is 
undoubtedly the best record of the Op. 35 
dances and if not the best of the popular Peer 
Gynt it is only because the higher strings assume 
a trifle of edge in the louder passages. The 
muted strings in “ Anitra’s Dance” are 
extremely well recorded. 

I cannot pretend that I really enjoy whole- 
heartedly George Gershwin’s Piano Concerto in F 
although I sometimes think I could if someone 
would employ a pruning knife on it pretty 
drastically. Even if reduced in length by a third 
it would still be pretentious but it would be 
entertaining and amusing whereas at full 
length I always find myself yawning by the time 
it is half-way through. But one cannot fail 
to admire the performance by Sondra Bianca 
with the Pro Musica Symphony Orchestra 
of Hamburg under Hans-Jurgen Walther 
(Parlo. PMCro26). It is terrific and the 
recording is (almost literally) staggering. The 
Rhapsody in Blue, which is the fill-up on side 2, 
is also given a bravura performance which 
in swagger even rivals that of Paul Whiteman. 
In short if I wanted the latter alone I should 
buy the Whiteman record but this record will 
chiefly be bought for the concerto and those 
buying it certainly need not hanker after any 
other record of the rhapsody. 

On looking up the catalogues I find that the 
Suite from Carmen and L’Arlésienne Suite No. 1 
have been recorded less frequently in recent 
years than I thought. On Nixa PVL7002 they 
are coupled together in fine performances and 
excellent recordings by the Vienna State Opera 
Orchestra conducted by Mario Rossi. On 
first hearing it was the power and true-to-life- 
ness of the drums and crispness of the tambourine 
that made me sit up and take notice but fine 
as these are subsequent hearings subordinated 
them to the splendid bite of the strings without 
any suspicion of hardness or wiriness. 


Who wants a dozen polkas on one long- 
player is a question that may well be asked by 
many on reading the latest list of releases from 
the Nixa Company. My answer is most 
emphatically that I do when they are by Johann 
and Josef Strauss and as well played as they are 
by the Vienna State Orchestra under 
Anton Paulik on PVL7003. It is one of the 
most light-heartedly enjoyable records that I 
have heard for some time and any suspicion 
of monotony is avoided by including polkas of 
several varieties—fast and slow. Some have 
been recorded before but some have not so I 
had better list the titles: ‘“‘ Feuerfest’”’, 
“ Vergniigungszug ”’, ** Leichtes Blut ”’, 
“Frauebherz”’, ‘“ Freikungeln”’’, ‘“‘ Unter 
Donner und Blitz’, “ Tritsch-Tratsch’”’, 
* Annen’’, “Eljen a Magyar”, “Aus der 
Ferne ’’, “‘ Pizzicato ”’, “‘ Ohne Sorgen ”’. 


Open air recording seems to present as many 
difficulties as it did twenty-five years and more 
ago. I have compared a new record of the 1955 
Searchlight Tattoo at the White City Stadium with 
some of the early electric recordings made of 
similar events at Aldershot and Tidworth a 
quarter of a century ago or thereabouts and 
there is little if any improvement. But this new 
disc (H.M.V. DLP1098) is an admirable 
souvenir of the occasion of course. 

Beltona ABL504 is a record that shrieks (and 
I use the word in no uncomplimentary sense) 
to be broken up into 45s. It is called The Pipes 
—Morn till Night and may be described as a 
day in the life of a Scottish regiment. To all 
except enthusiasts it may well be rather too 
much at once but Seumas Macneil] plays 
magnificently and for once the pipes are not 
placed too near to the microphone. For 


myself I would like particularly a 45 with 
Staff Porade (“‘ Hieland Laddie’’) on one side 
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and Marching into Barracks (“‘ The Campbells 
are Coming ’’) on the other. 

Two new march records are played by 
orchestras, not by military bands. Brunswick 
OEg145 has four of Sousa’s most popular 
marches played with plenty of bite by the 
Hollywood Bowl “ Pops ” Orchestra under 
Johnny Green and Nixa N15003 contains the 
popular Dam Busters March coupled with the 
less attractive Sound and Vision equally well 
played by an un-named orchestra conducted by 
the composer—Eric Coates. 

Two records by pleasant voiced William 

ussons are variable. I like much the best 
the songs with the simpler accompaniments but 
alas thev are not coupled together. Sinner Man, 
very reminiscent of a popular shanty, is 
pleasanter to my ears than the famous “‘ London- 
derry Air” masquerading under the title 
Irish Love Song and similarly I prefer the lively 
Lil’ Liza Fane to the Skye Boat Song in which the 
accompaniment at the beginning almost seems 
to include a hive of bees. The numbers are 
H.M.V. JO443 and 444 respectively. 

I have long admired Father §S 
Macewan’s voice but wished he could be 
heard in better songs. Here he is now in four 
traditional airs—The Meeting of the Waters, 
Mowing the Barley, Kelly, the Boy from Killann, 
and The Rowan Tree on Philips NBE11008 and 
it is his most attractive record yet. Another 
Philips 45EP that I find very attractive is 

uriel Smith in more traditional songs, from 
America this time. They are Weepin’ Mary, 
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Honour, Honour, Nobody Knows the Trouble I’ve 
Seen, Swing Low Sweet Chariot and Were You There. 
The accompaniments are appropriately simple 
and are admirably played by Daniel Kelly 
(NBE11007). 

I should like to be able to devote a column to 
along-player called Musique d’ Afrique (“‘ Musique 
des Malinké”’ and “* Musique des Baoulé’’). 
Here is the genuine thing, and how it differs 
from imitations! There are both vocal and 
instrumental items and the instruments include 
several plucked strings and drums of various 
sizes, xylophones, gourds and flutes or flageolets 
(London International TWBVog1105). The 
more I hear of native African music the more 
do I wonder that Western composers have not 
studied it more assiduously. 

Scottish dancers have been well catered for 
recently and now it is the turn of Square 
dancers. Under the auspices of the English 
Folk Dance and Song Society H.M.V. issues 
three records made by the Birmingham 
Square Dance Orchestra led by Eric 
Blyth and very good they are. The titles are: 
Norfolk Long Dance and Trip to the Cottage 
(B10931), Timber Salvage Reel and Haymaker’s 
Fig (B1o932) and Sackett’s Harbour and Hull’s 
Victory (B10933). 

Finally a record for the very young. Ruth 
Fenner’s Kindergarten Stories, adapted from the 
Australian Broadcasting Commission series 
“* Kindergarten of the Air’’, will, I fancy, be 
the answer to many an uncle’s prayer at 
Christmas time (Philips BBR8043). 





MISCELLANEOUS 
AND DANCE By “HARLEQUIN” 


45 r.p.m. numbers are given where applicable for 
E.M.I. Group titles, whilst an asterisk indicates 
availabity at 45 r.p.m. on the Decca Group labels. 
45 r.p.m. numbers for the latter Group are the same as 
the 78 r.p.m. numbers with the addition of the prefix 
«ce 45 33 


An interesting month and a tough one with 
over 200 records and some new labels. E.M.I. 
have gone gay. On H.M.V. many of the old 
plum “ B” label artists are reappearing on a 
turquoise blue “ POP” label; the Columbia 
“‘ DB” appears in green livery and the Parlo- 
phone “R” in red. However, I hope these 
bright colours do not indicate the d's- 
appearance of the cheaper “BD”, “FB” 
and “‘F” series. The attraction of magenta 
was not limited to Haileyburians! Then we 
must welcome Nixa back to this column, not 
forgetting that this label began here before it 
was Called to higher service. Polydor, too, has 
deigned to look in on us. This was a name years 
ago for classical rarities advertised by the more 
esoteric shops and noticed in “guest’’ reviews. 
Nor have we seen Oriole and Mercury for some 
months. To all a welcome and the best of luck. 
May they win a mention here; for various 
reasons this remains the most selective column 
in the industry. 

Since the advent of LP the gramophone has 
run a very effective Third Programme, and 
there is no reason why this cotumn should not 
have a share in it. Thanks, then, to Oriole fon 
its courage in making “ The Investigator” 


available to British collectors. Let us be frank 
about this. The leading character in this 
political satire is a thinly disguised caricature 
of Senator McCarthy of the United States. It 
was written by Reuben Ship, broadcast and 
“under the 


recorded in Canada with an 





counter ’’ sale across the border, and broadcast 
by the B.B.C. earlier this year. It has only had 
a single broadcast in this country, and it will 
therefore be new to many readers. There is no 
need to approve or disapprove of Senator 
McCarthy, whose name is never mentioned, to 
see here a brilliant piece of radio, which has 
been wonderfully transferred to disc. The 
performance is magnificent. It 1s completely 
self-explanatory and there 1s no need to discuss 
the plot here. This is adult entertainment 
which deserves the support and the criticism of 
every reader. We have been satirising our 
politicians in this country for hundreds of years, 
and nobody need be shocked about a joke which 
is as serious or as flippant (according to how 
you take it) as jokes about the stability of French 
governments. If there should be an American 
reader who should be upset about this perform- 
ance being available in England, may I assure 
him that the author no less affronts many 
Englishmen by portraying Cromwell as a 
liberator ! Whatever our politics, and whatever 
our views concerning the world in which we 
have to live, “ The Investigator ”’ is important, 
funny and a little masterpiece of its kind. I 
hope you will hear it, and I congratulate Oriole 
on giving us the opportunity (MG20006). 

At the time of writing there are still three 
shopping days to “‘ The Pajama Game ”’, but 
at the present count nineteen records have 
arrived, and not one of them by a member of 
the Coliseum company. Philips have an LP of 
the show on BBL7050. This is by the American 
cast. It is competent, slick and typical. At the 
start of the Overture you are in a big theatre, 
and the whole production is loud in mouth and 
sentiment. Here is the old routine that makes 
the new money. Doubtless Edmund Hockridge, 
Joy Nicholls and Max Wall will put a different 
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complexion on this when the great curtain goes 
up, and doubtless we shall be getting some 
records by (for us) the original artists. Never- 
theless, the industry is to be commended on the 
advance deliveries from the other side as well as 
from some native artists. There are some good 
tunes here and a sleeve designed by Peter Arno. 
Think of the Time I Save, an amusing number, is 
not recorded elsewhere yet. The record is 
banded and consists of a collection of numbers 
without continuity. There is also a brilliant 
selection by The Melachrino Orchestra on 
H.M.V. C4272. The two hit numbers are 
Hernando’s Hideaway and Hey There, and these 
are coupled by Lita Roza (F10611*), The 
Johnston Brothers (Decca F10608*), Bill 
McGuffie as piano solos (Philips PB496), and 
Johnnie Ray (Philips PB495). The hideaway 
is also visited by Ethel Smith as an organ solo 
in her well-known rhythmic style (Bruns. 
05470), Archie Bleyer (London HLA8176*), 
Billy May (Capitol CL14353*), Ray Anthony 
(Capitol CL14354*), Alma Cogan (H.M.V. 
B10929), and Ray Martin (Columbia DB3658). 
Hey There is additionally done by Sammy Davis 
(Bruns. 05469*), Rosemary Clooney (Philips 
PB494), Ronnie Hilton (H.M.V. B10930), 
Barbara Lyon (Columbia DB3649) and Victor 
Silvester (Columbia DB3667). There is a 
record of Steam Heat, a good production numbe;,. 
by Perez Prado on H.M.V. POP102 (coupled 
with Marilyn Monroe Mambo!), and of Small 
Talk, which really needs stage atmosphere (it is 
well done on the Philips LP), by Yama, which 
sounds like a new detergent but is in fact a girl 
singer surrounded by reams of publicity, on 
Columbia DB3660. None of these performances 
should disappoint nor tempt you to put a 
nightie in the works. 


Now let us take a look at two’ English pro- 
ductions, for nobody can say that the English 
musical isn’t trying—and I hope you won’t take 
that the wrong way. As I write “ Twenty 
Minutes South ”’ has just been withdrawn after 
a valiant showing at the St. Martin’s and “* The 
Water Gypsies” is settling down (I hope) at 
the newly decorated Winter Garden, which, 

oodness knows, needs a success. There is an 
LP of each and much can be learnt therefrom. 
Oriole have followed their successful recording 
of “ Salad Days” by according similar treat- 
ment to “ Twenty Minutes South”; that is 
to say, they have eliminated bands and given 
us sufficient dialogue to make a performance. 
LP records are expensive, and if you are 
merely wanting particular numbers from a 
show, it is, I should have thought, more 
economical to buy them on 78s or 45s. No one 
is surely going to buy an LP ofa light entertain- 
ment unless it is presented as an entertainment, 
warts and all. I am sure that the Oriole policy 
is right in this. At any rate it has sent this 
reviewer scurrying off into the suburbs to catch 
the show on tour. Despite its name, which is 
vaguely reminiscent of the Middle West, 
“Twenty Minutes South” is in fact twenty 
minutes South of Waterloo, and this is a 
suburban entertainment. It is a song and dance 
show with concert party numbers that I happen 
to enjoy but which a great many people find 
boring. It is intimate, with the orchestra used 
sparingly and a great deal of piano accompani- 
ment—very well done. The scene in the office, 
obviously tricky to get over, is a tour de force of 
production, and it is incredible that a song like 
Do We has not sold in thousands on 78s. Do 
record executives ever go to the theatre, or is it 
simply true that there is no market for point 
numbers or for any pop song that attempts to 
get out of the morass? This record is an 
example of imaginative production, whether you 
like the show or not. It is the exception for show 
material not to be just slung onto disc, and I 
hope Oriole will continue to maintain this 
standard and that sales will justify them in thus 
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ye WHAT AMERICA’S LEADING HI-Fl PUBLICATION 
SAYS ABOUT THE STENTORIAN HFIOI2 


KEKKIKKK KK KKK KK 


“Without doubt, 
the most remarkable 
$16 speaker 

we’ve ever heard!” 


‘It’s only 10 in. in diameter, but the cone 
resonance is 35 cycles; this would be unusually low 
for a 15-in. model. Since it is difficult or impossible 
to get clean bass response much below the cone 
resonance frequency, it is decidedly advantageous— 
so far as this factor is concerned—to have it as low 
as practicable. We mounted the 1012 in one of our 
standard enclosures (a 9} cubic foot solidly-built bass 
reflex) with a feeling of pleasant anticipation. Results 
at the low end were not disappointing in the least; 
smooth, pure bass was obtained down to about 
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34 cycles. At 37 cycles response was at full strength. * 
This from a 10-in. cone, at $16, is really something ! * 
‘Response in the range from about 2,000 to * 
5,000 cycles seemed to be substantially above that * 
of the rest of the range. This gave an overall tonality * 
that many find exciting; for our part, we preferred * 
to use the 1012 as a woofer only. With a separate x ° 
tweeter and a 1,000 cycle crossover network we had * ] / 
a system that, in our opinion, rivalled many at three * YY 1/4 t/ 4 Ti if a U/ 
times the price’. * 
: aa 
x HI-Fil UNITS 
KIKI KEKE AAK KKK IKK 


INCORPORATING THE PATENTED CAMBRIC 
CONE & UNIVERSAL IMPEDANCE SPEECH 
COIL AT 3, 7.5 AND I5 OHMS 


H.F. 1012 10’ Die-cast unit, incorporating 12,000 gauss 
magnet. Handling capacity, 10 watts. Frequency response, 
30 c.p.s.—14,000 c.p.s. Bass resonance, 35 c.p.s. 
£4.17.6 TAX PAID 
H.F. 812 Die-cast 8’ unit, incorporating 12,000 gauss 
magnet. Handling capacity, 5 watts. Frequency response, 


50 c.p.s.—12,000 c.p.s. Bass resonance, 65 c.p.s. 
| £4.2.9 TAX PAID 


H.F. 912 9” Die-cast unit, incorporating 12,000 gauss 


% This Transatlantic testimony 
reinforces the unanimous approval of 
five of Britain’s leading experts— 


F. J. Camm, Editor of ‘‘Practical Wireless’’ and ‘‘Practical 
Television’’; Percy Wilson, Technical Editor ‘‘The Gramo- 
phone’’.; John Gilbert, of Northern Polytechnic and of ‘‘B.B.C. 
inventors’ Club’’; Donald Aldous, Technical Editor ‘‘Gramo- 








phone Record Review’’; Miles Henslow, “‘Record News’’. 


Descriptive leaflets on all Stentorian speakers, the bass reflex 
cabinets, and the new WBI2 amplifier sent on request. Ask 
your usual dealer to demonstrate, or see and hear all Stentorian 
products at our London office (109 Kingsway, W.C.2), any 
Saturday from 9 a.m. to noon. 


WHITELEY. ELECTRICAL RADIO CO. LTD., MANSFIELD, NOTTS 


magnet. Handling capacity, 7 watts. Frequency response, 
40 c.p.s.—13,000 c.p.s. Bass resonance, 45 c.p.s. 
£4.7.3 TAX PAID 


H.F. 1214 (15 ohms only) 12’ unit, incorporating 14,000 
gauss magnet. Handling capacity, 15 watts. Frequency 


response, 25 c.p.s.—14,000 c.p.s. Bass resonance, 39 c.p.s. 
Diecast chassis. £9.15.6 TAX FREE 
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PRECISION At Adeliy 
$¢ SPEEDO TRANSCRIPTION UNIT 


Engineered by Swiss 
Master Craftsmen for | 
the discerning listener eo 
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WITH are 
VARIABLE SPEED ADJUSTMENT 


AND INTRODUCING THE 
UNIQUE GROOVE LOCATION 
DEVICE 


MAIN FEATURES 


Speed continuously variable from above 78 r.p.m. to below 16 r.p.m. Pre-set adjustable 
positions for 78, 45, 334 and 16 r.p.m. 
These features are invaluable for : 
Playing old celebrity disc requiring speeds above 78 r.p.m. 
Tuning record pitch to a musical instrument. 
Correcting for mains frequency variations. 
Accurately balanced heavy precision made turntable eliminates Wow and Flutter. 
Unique VERTICAL EDGE-DRIVE PULLEY principle eliminates Rumble. 
Less than | % change in speed for up to 13% change in Line Voltage. 
Large resilient 4-pole constant velocity motor. 
External weight adjustment provided for precision diecast arm with plug-in shell. FITTED AS 
STANDARD ON MODELS GL50-3 and 4 and GL56é, WITH THE SUPERB GOLDRING 
VARIABLE RELUCTANCE CARTRIDGE NO. 500. 


Diamond Styli now available at £3/15/0 (Purchase Tax £1/4/6) 
Type GL50-4 Four speed. Price £15/15/0 Type GL55, Four speed, 110-250 volts, 50 cycles 


click-in ’’ 





110-250 volts, 50 cycles. P.T. £5/2/7 (less Pickup and Arm) £12/12/0 pcr. e4jiis 
Type GL50-3 Three speed. Price £15/15/0 Type GL56, Four speed, 110-250 volts, 50 cycles 
100-250 volts, 40-60 cycles. P.T. £5/2/7 (with PickupandArm) £16/16/0 pct. £592 
The above are not fitted with groove location. The above have groove location device. 
GOLDRING Manufacturing Company (Great Britain) LTD. 
49-Sia DE BEAUVOIR ROAD, LONDON, N.I. CLissold 3434-5-6 
Sole Concessionnaires for Great Britain and the British Commonwealth. 
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Something Better ? 


THE OTHER Day we looked at a list of gramophone equipment we 
published some five years ago. Choice then was limited and most 
items have since been superseded by improved models. Add to those 
who chose their equipment then the large numbers of new gramophone 
enthusiasts and it is easy to sée why so many have lately come to us 
for the better equipment now available. 


Development in gramophones and radio has moved fast and if you 
bought only three or four years ago your equipment is likely to fall 
short of to-day’s best. Progress still goes on but it looks to us that 
to-day is a good time to buy. There is good choice available and 
prices are probably lower than they will be later. 


It’s Your Choice... 


Maybe you’ve already decided what you want to buy—or perhaps you’ve not yet 
made definite decision. It is our part, as we see it, not only to stock a big range 
of reliable equipment but to give answers to your questions and expert guidance 
where it is sought. The considerable expansion in our business evidences how 
adequately our customers are served, our intent being not only to look for to-day’s 
profit, but also for to-morrow’s goodwill. 


Whether you seek to bring your equipment up to date by replacing one or more 
items at modest outlay, or wish for a complete new high fidelity set up let us help 


you now. 


This advertisement features some of the fine goods we stock. If you require further 
details of any of them, or of other items in which you are interested, we hope you 
will write to us—or better still, if you can—call at our showroom. 


We are only 20 minutes from Charing Cross Underground (Northern Line) or bus, 
27A, 134, 137 to Tufnell Park Station. Open 9.30-6, Tuesday to Saturday. 
1.30-9 Fridays. 





W.B. NEW EASY TO ASSEMBLE 
CABINETS—A REAL SUCCESS 


These attractive, well styled cabinets have made a great 


appeal to those looking for housing for their equipment 
which will look well but not be too costly. 


That illustrated is the new Corner Console, a Bass Reflex design for 
10- or 12-in. ‘‘ Stentorian ’’ speakers, or the rectangular Console 
Cabinet is available as alternative, the prices being 11 and 10 gns. 
respectively. We illustrated last month the Hi-Fi Reproducer 
Console for record player, amplifier, radio unit and record storage, 
12 gns. All these models are supplied packed flat for easy home 
assembly with just a screwdriver. 





These polished walnut veneer 

cabinets look well in any 

surroundings. Details of all 
W.B. products dn request. 





Our new cases are proving extremely popular. 
RECORD CARRYING CASES Fo1 50 12-in. L.P. records, 31/11 (post 1/8d.). 
This month we introduce a smaller case for 50 7-in. records, 15/11 (post 1/1d.). Stout, 
attractive appearance. These are wonderful value and worth noting as ideal gifts. 


XLIifl 


THE Q.M. RECORD SERVICE 


The best way to buy records wherever you are 
is by post from QUALITY MART. GARDISK 
Polythene Covers, free with all LP’s and 45’s 
give extra protection, the welcome for this 
new feature has been most enthusiastic. 


All records FAC- All LP’s and 45’s 
TORY FRESH POST FREE in U.K. 
EXPORT ORDERS 
TAX FREE at in- 
clusive cost of only 
4/5ths home prices. 


There are indications that the demand for records will be 
very great during coming weeks. Choose your Christmas 
requirements early to avoid disappointment. 


GS) pp pateuty 


Towards the end of this month we shall have 
our first delivery of the remarkable new 
R.C.A. amplifiers. The makers are world- 
famous producers of radio broadcasting station 
and sound film recording and reproducing 
equipment. The same high standards of 
design and performance are to be found in 
this first product in the field of domestic 
High Fidelity from R.C.A.’s new British 
factory. We are proud to be appointed agents 
for this outstanding quality line. Details on 
request. 


TRANSCRIPTION MOTORS 
COLLARO 2010. An excellent unit giving freedom 
from rumble and wow. Unit plate 154 x 124 in. With 
Studio Transcription turnover pickup £18.11.11 (or ‘‘ P’’ 
cartridge £18.5.3.) 
Without Pickup, 
plate cut without 
charge for any pickup 
bought with unit, 
£14.4.2. 
GARRARD 301. 
adjustment £25.3.6. 
WOOLLETT, Mk. 1. A new unit of substantial desi “ 


For use with any pickup. Unit plate 16 x 14 in. 
Leaflets on request. 


pF — mailing of 
record in 
pon supply. 














A motor-de-luxe with vernier speed 





F.M. RADIO WIDER AFIELD 


For weeks past listeners within some 70 miles of London 
have enjoyed unexampled fine reception of Home, Light 
and Third Programmes from the new B.B.C. F.M. service. 
Within the next few weeks large provincial areas will 
also be served. May be you will be amongst the many 
able to take advantage of the tremendous improvement 
in quality, in freedom from interference that this. new 
radio service can bring. Check on this by writing to us 
for a free informative booklet published by the B.B.C., 

together with details of adaptors for present receivers, 
and complete receivers too, which we stock and are 
pleased to demonstrate to callers. 








DUST BUG 


The answer to the problem of 
playing records free from dust, 
nylon brush frees grooves from 
dust immediately before the 
pickup tracks them. This brush 
has its own easily fitted arm—is 
not secured to the pickup. For 
universal use; with autochangers 
only with single records, not a 
sequence. 25/-d. post free. 


DIAMOND STYLI: 


Sapphire styli only play between 100 and 200 LP sides 
safely. ‘* A worn stylus is a vindictive thing and can 
speedily ruin any record ’’—from an E.M.I. Record 
Division publication. Play for safety—a diamond 
point lasts some 50 times longer—it’s really 
cheaper in the long run ! 





For Acos, BSR, Collaro, Decca crystal pickups, 
LP £4.9.2d., 78 £3.19.3d. Decca Magnetic LP 


£4.17.1d. 78 £3.17.6d. Garrard GC2 and GC3 
ra A, £4.10.0d.. Tannoy £5.0.3d. Goldring 
{ 





Quality Miart 


8 DARTMOUTH PARK AVENUE 
LONDON, N.W.5 


GULliver [131] 
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ffi Fi BLACK wOX 


Listen . . . and the mad onrush of civilisation slows down 
. . « stops still. Close your eyes and the cares of your 
workaday world drift away. Such is the magic of the 
PYE BLACK BOxX. In blissful repose you savour the full 
rich beauty of the orchestra, the sung and the spoken 
word . . . joining the artists themselves in that other world 
of music. An ordinary record played on the BLACK BOX 
becomes a thrilling musical experience. Don’t deny it to 
yourself a moment longer. 


TRADITIONAL MODEL 39 GNS. (TAX PAID) 
DE LUXE MODEL 63 GNS. (TAX PAID) 
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considering the public. When you have heard 
this, ask yourself why there has been no other 
record of any kind from this show. Even if 
your answer is a rude one, unless these questions 
are asked and faced we shall never get anywhere 
woith while in this field (MG20007). 

And “The Water Gypsies” ? Having walked 
this summer from Paddington Basin to Braun- 
ston, the narrow-boat depot just about twenty 
minutes South of Rugby, your reviewer is well 
disposed towards canal folk and can echo Sir 
Alan Herbert’s lines: “I want to take you 
up the cut and work the locks with you”’. Of 
course everything goes into the cut, but some 
curious things have got into this disc, including 
a scene which, with all due respect to so 
eminent a waterman as the author, shocks me 
not a little. Boaters are highly respectable 
people and I shudder to think what would 
happen to any daughter of a “ butty”’ that 
carried on as does Lily in the “ tale ’’ which 
Dora Bryan relates on side 1 of H.M.V. 
DLP1097. Castles and Hearts and Roses is a grand 
number and must go well on the stage, but for 
me it is Doris Hare and Jerry Verno who 
steal the record in their duet Why should Spring 
have all the Flowers. Just as Binnie Hale seems 
to have walked away with “ The Punch 
Revue ”’, so Miss Hare and Mr. Verno show 
their younger colleagues how to put over a song. 
The music is by Vivian Ellis, and I am sure this 
is as lovely to look at as was the film “ Painted 
Boats ’’. When and if steam trains and narrow 
boats disappear the English landscape will have 
lost something irreplaceable. But we can only 
think of this as a record, and this is not “ pro- 
duced” as is “‘ Twenty Minutes South”’’, and 
it is banded. There is a song called Clip Clop, 
the idea of which is roughly horses versus diesel. 
The sound of a diesel-driven boat approaching 
is unmistakeable and might have been the basis 
of a chorus number as is the train rhythm so 
ingeniously used for the opening and closing 
choruses of the other show. Play doctoring is, 
I suppose, as fascinating and as fatal an occupa- 
tion as picking world cricket teams, but both 
these records in their different ways, opposed 
as they are in methods of presentation, should 
be heard and discussed and not lost sight of 
amid the steam heat being generated by the 
pyjama factory in St. Martin’s Lane. 

A more exotic show that failed to hold the 
boards was “ Braziliana’’. Oriole have pro- 
duced an LP giving some isolated numbers. 
This is “ highbrow folk”, obviously genuine, 
and a corrective to the pseudo Latin American 
onslaught. Nelson Ferraz has a remarkable 
bass voice, and we are told on the sleeve that 
the music for the samba is often provided by a 
box of matches. I do not know if that is so in 
the case of the samba that concludes this 
selection, but the sounds are remarkable. An 
out of the way disc that may well interest you 
(MGr0006). 

A bridge between the theatre and the cinema 
is provided by Fred Astaire, equally at home 
in both, and a performer in whom I hope we all 
can rejoice. “*‘ The Best of Fred Astaire’’ is 
the title of Philips BBL7052, and is in fact 
devoted to extracts from films played by various 
bands supporting the star. Pleasant memories. 
The other month we had some records from 
Doris Day in her songs from the Ruth Etting 
film “Love Me or Leave Me’’. There is 
another one for the roster of Ten Cents a Dance 
on PB497, but her LP of the lot (BBL7047) 
upsets a good deal of what I have said earlier 
about banded collections of popular music. 
The “ recital record ’’ has come in for a great 
ceal of criticism, but my colleagues have some- 
times hailed an exception to their rule and I 
co so here. There is a strange fascination in 
hearing a competent torch singer going through 
these period songs one after the other, and’ in 
‘his case monotony is largely avoided by the 
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imaginative accompaniments played by Percy 
Faith, often with solo piano. Thirty-two 
shillings and fourpence halfpenny is a lot of 
money to pay for a dozen pop songs of the 
*twenties and ’thirties sung mostly in a dead pan 
manner, but I can only say that I enjoyed this 
more than I expected. Curious, by the way, 
how American singers pronounce “ you” 
“view”, but “endure”? “endoor”’. Yes, if 
you can sit out this kind of recital there are 
even lessons on etymology to be learned as well 
as on popular taste. 

Another film reviving old days and flooding 
the record market is “ Pete Kelly’s Blues’”’. 
Peggy Lee, who plays in the film, sings her 
songs on both 45 and EP, two records in each 
size, and on balance I recommend the latter, 
since they include a staggering performance of a 
song called Oh, Didn’t He Ramble. This is a very 
short song and I have no idea what it is about, 
but the performance is another little gem in 
presentation. There are four other songs on this 
EP (Bruns. OEg9153), including Gershwin’s 
Somebody Loves Me, with a lovely trombone solo. 
The other record (OEg154) includes Bye Bye 
Blackbird, sung very slowly, as appears to be the 
fashion with these old numbers which we used 
to rattle off at speed. Then Ella Fitzgerald 
sings the title song and Hard Hearted Hannah, 
either on a 45 (Bruns. 05473) or on OEQ155 
(EP), on which she adds Ella Hums the Blues, 
which is really what her admirers will enjoy 
most and to which they will want to add Bruns. 
05477, on which Miss Fitzgerald gives a scat 
performance of Airmail Special. The three OE 
numbers provide a souvenir of the film in handy 
form. Other records are by Ray Anthony 





THE MONTH’S CHOICE 
The Investigator : Oriole MG20006. 
Twenty Minutes South : Oriole MG20007 
The Water Gypsies : H.M.V. DLP1097. 
Sid Phillips: H.M.V. DLP1102. 
June Christy: Capitol CL14355. 





(Capitol CL14345*), Les Brown (CL14350*) 
and Jume Christy (CL14355*). This last 
record of the name tune is worth hearing for 
the backing, a first recording, of a little number 
called Kicks. This has a clever lyric, is out of the 
rut, and is very well put over. Like a prospector, 
after hearing about 150 sides even a reviewer 
will sometimes strike oil if he persists. Ivor 
Novello’s last show, “ King’s Rhapsody ”’, has 
been filmed and Parlophone R4079/80 intro- 
duces Anna Neagle, Patrice Wymore and 
Edmund Hockridge in songs _ therefrom, 
together with a short selection played by The 
New Symphony Orchestra. The recording 
fades, and the music goes on regardless into the 
run-out. If any man has earned an LP it is 
Sid Phillips, and H.M.V. DLP1102 contains 
ten of the titles which he has so successfully 
esented over the past few years. This record 
will delight all those who enjoy this band: 
listen to his Fust One of Those Things as a sampler. 
You might also care to hear Alex Welsh and 
his Dixieland Band playing New Orleans 
Stomp on Decca F10607*, and for some good 
corn (if there is such a thing) I commend The 
Commanders in appropriately Cornball No. 1 
on Bruns. 05467*. , 
There is quite a bit of “ country style ”’ this 
month, including an LP of that title by Bing 
Crosby, reviving his wonderful performance of 
the song of that name as well as Home Cooking 
(Bruns. LA8724). Another Crosby record is 
LA8726. This is “* Collector’s Classics Vol. 3 ”’. 
More native records are by Rex Prophet, the 
Canadian Plowboy—spelt as written—on Bruns. 
OE9144, Bill Monroe in “Country Date 
Vol. 1”? on OEg160 and Ernest Tubb and 


‘Red Foley in “Country Double Date” on 


OE9148, all three EPs. The former is un- 
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sophisticated with guitar and violin, and the 
latter is practically incomprehensible, including 
a Kinsey burlesque called Dr. Ketchum’s Report 
If you can take this kind of thing you might 
enjoy the ultimate—Kitty Wells in Jt Wasn’ 
God Who Made Honky Tonk Angels on OEg149. 
You will not expect me to comment. 

A composer record is of Stuart Hamblen 
singing his own Go On By and Fust a Man on 
H.M.V. JO445, and you may get a laugh out 
of Stan Freberg’s burlesque of Rhythm and 
Blues and other nonsense on Capitol EAP628. 
Sammy Davis is, of course, an acquired taste. 
* Starring Sammy Davis Vol. 1”’ includes an 
incredible performance of The Birth of the Blues, 
as well as some impersonations of unspecified 
singers who will doubtless be well known to 
you (Bruns. OEg146). Volume 2 is slightly less 
hectic (OE9156). This also includes Hey There. 
Tony appears in a reissue of his famous 
Tenement Symphony on H.M.V. 7EG8124. This 
is the well remembered Palladium performance 
with the Skyrockets, and is coupled with, 
believe it or not, Valencia and Marta! The 
Mills. Brothers reappear as we remember 
them—four boys and a guvitar—in some 
Ellington classics and Hoagy Carmichael’s 
Georgia on Bruns. OEgo60, while Hoagy 
Carmichael in his new guise as “ Happy 
Hoagy Carmichael” plays a jangle piano and 
sings I’m Just Wild About Mary on Vogue 
Q72095*. 

A number of old friends are back. Here, for 
instance, is none other than Gracie Fields, 
very much herself in two “sweet” songs 
on Decca F10614* (Twenty and Summertime in 
Venice). Then Wayne King and his 
Orchestra are on Bruns. 05449* and 
The Four Aces are back with a bang in 
** Mood for Love, Vol. 1” on Bruns. OEg157, 
concluding with Pennies from Heaven. 

Edmund Hockridge shows impartiality 
in his labels, and turns up on Nixa N15006 in 
The Kentuckian Song. Mr. Hockridge, who has 
been seen in “ Don Giovanni”? and “ Peter 
Grimes ”’, has a baritone voice worthy of good 
songs, and the same may be said of Johnnie 
Leeds a tenor new to me, on Oriole CBr299. 
Shani Wallis, lately seen in ‘“ Wonderful 
Town”, sings on Nixa N15005 and The 
Goofers introduce themselves on “Vogue 
Q72094* in Goofy Dry Bones, which required 
five authors, and a song called Nare, the last 
line of which is: “ t’s Nare? I don’t 
know’’. Vera Lynn has two songs for the 
children, Riding My Bike and Shopping (Decca 
F10613*). Jo Stafford sings a mambo St. 
Louis Blues and continues the fashion in Ain’t 
Cha-cha Comin’ Out Tonight (Philips. PB502). 
Well, really ! Spike Jones returns with a record 
which failed to amuse me, but should be noted 
by his collectors (H.M.V. POP110/45-7M324). 
A sister for Yana is Kitza, pseudo-sultry on 
M.G.M. 862—very well recorded, while 
Michael Holiday revives The Stein Song 
(remember ?) on Columbia DB3657. Another 
revival is Have You Ever Been Lonely ? by The 
Southlanders on Parlo. R4069/45-MSP6182. 
Bertice Reading, seen in “ The Jazz Train ”’, 
pays doubtful homage to the great Bessie 
Smith in Bessie Smith Blues on Parlo. R4064, 
and Kay Armen reveals an attractive person- 
ality worth better material on M:G.M. 854. 
Guy Mitchell accompanies some good trom- 
bone playing in When Blinky Blows on Philips 
PB506 and Pat O’Day leads a chorus song in 
Annie Oakley on M.G.M. 859. If you want to 
join in some choruses there is Dick James in 
“Sing Song Time” on Parlo. R4065/6, 
respectively old timers and more recent songs. 

A few orchestrals. Van Lynn has a 12 inch 
LP called “‘ Whispering Moonlight ’’, piano, 
saxophone and violin prominent, and with a 
Chopinesque last number on Bruns. LAT8073. 
** Si vous aimez danser ”’ (London International 
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WBVo1103) has various bands, including 
Sidney Bechet in Roses of Picardy (last jazzed, I 
think, by the Five Pennies) and a good Moon- 
light Serenade, together with four tangos and two 
mambos. The Melachrino Strings play a 
collection of favourites, such as The Blue Room, 
Begin the Beguine, The Donkey Serenode, Stardust 
and They Didn’t Believe Meon H.M.V.DLPtr101, 
and Harry Davidson sounds surprisingly off 
colour in his “‘ Favourite Melodies for Old 
Time Dancing” on Col. 33S1080. Ray 
Martin and Norrie Paramor share a ten 
inch LP called “‘ Latin Nights”? on 3351078. 
A pleasant record, quietly recorded and with 
an interesting Jealousy. “ Big Band Specials ”’ 
on H.M.V. 7EG8124 is a showcase for Ralph 
Flanagan, Louis Armstrong with his All 
Stars can be heard on Bruns. OEg111—old 
recordings with audience reaction, and Frank 
Chacksfield plays a couple of trifles by Ronald 
Binge, together with Offenbach’s Can Can from 
“Orpheus in the Underworld’ on Decca 
DFE6280. Eric Jupp lumps together some 
Rhythm and Blues and two novelties with 
The Coronets on Col. SEG7603, while 7605 
has Ray Martin in Elephants’ Tango, Blue 
Mirage and some theme music. Stanley 
Black takes mambo to the ultimate (I know I 
say this about something every month!) in 
Pop Goes the Mambo and Oh Dear, What Can the 
Mambo Be? on Decca F1og17*. If only we 
could have again Fred Hartley’s enchanting 
record of Pop Goes the Weasel. It is a sad 
comment on our day when its most popular 
dance is accompanied by a cross between a 
grunt and a belch. To change the rhythm 
Eric Delaney plays Hornpipe Boogie and a 
ridiculously fast Man I Love (mostly alto sax 
solo) on Mercury MB3234, and Dolores 
Ventura fools around with Baa Baa Boogie 
and brings in a vocal group for Me.ond My 
Piano on Parlo. R4068. Rumbango (there’s a 
portmanteau title for you) brings back Oscar 
Rabin with Honey Babe on Oriole CB1298. 
Back to normal and comparative sanity we 
have Paul Weston in a pleasant record of 
The Kentuckian Song and Isn’t It Romantic on 
Philips PB507, and an orgy of drumming from 
Sid Phillips in Runnin’ Wild on H.M.V. 
POPi11. The player is Michael Nicholson. 
Joe Loss has more vitality than recently in 
his records on H.M.V. POP106/7, which revive 
Deep Purple and How High the Moon. Edmundo 
Ros is as professional as ever in Suns’ine and 
Olé and Si Seftor on Col. DB3669, and David 
Rose couples Love is a Many Splendoured Thing— 
very much a current hit—with Gershwin’s 
Love Walked In on M.G.M. 860/45-SP1 143. 
Victor Young’s melody Blue Star (alias Ti 

Medic Theme) sounds as if it ought to be a 
film piano concerto and is given this treatment 
by Ron win on Parlo. R4074, and this 
leads us to a re-issue on EP of the old original 
Warsaw Concerto on Col. SEG7600. Moreover 
the old absurd billing is retained, i.e. “ Piano- 
forte with London Symphony Orchestra 
Conducted by Muir Mathieson ”, which sets 
a pretty problem for the sleeve writer ! Harriet 
Cohen had no compunction about her name 
being used on the recording of Hubert Bath’s 
Cornish Rhapsody, and Richard Addinsell’s 
effective piece need not have brought a blush 
to the cheek of so romantic a pianist as Louis 
Kentner. The recording sounds its age. There 
is another mystery about this music for, from 
memory of a wartime screening in Egypt, the 
piece is never played complete in the film 
(** Dangerous Moonlight ’’), yet this is “ taken 
from the soundtrack ’’. Anyway it set a fashion 
and has not been surpassed in its field, and 
certainly not by The Dream of Olwen (soloist 
Monia Liter) on the reverse. This was the 
name of the play from which the film “‘ While I 
Live”? was taken, and when it was originally 
staged at the old Granville Theatre, Walham 
Green, where one could hardly expect concert 
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pianists and symphony orchestras, the music 
was ingeniously arranged (and recorded) for 
piano and drums, the latter giving an astonish- 
ing impression of a maestoso opening tutti through 
the loudspeaker! The orchestra here is 
directed by Charles Williams. 


Lastly some instrumentals. Bruce Turner’s 
alto saxophone is very much for connoiseurs on 
Col. SEGC6. The accompanying band is 
directed by Mike McKenzie, who “ meditates ”’ 
again on SEGCs5, breaking up those Cole 
Porter songs that always sound as if they were 
tailored for Leslie Hutchinson. Reginald 
Dixon has put together a string of marches, 
weakly recorded, on Col. SEG7599, really for 
fans only, and Carmen Cavallaro has a 
second volume of “‘ Tangos for Romance ”’ on 
Bruns. OEg077. Brazilian Rhapsody and 
Ugly Duckling are Latin numbers for Winifred 
Atwell on Decca F10609*, and Joe “Fingers” 
Carr ought to know better than to butcher 
Offenbach’s Barcarolle from ‘“‘ The Tales of 
Hoffman” under title The Barky-Roll Stomp, 
which is tasteless. Reverse—Deep in the Heart 
of Texas (Capitol CL14359*). Eddy Manson 
(“‘ His Harmonica with a Heart ’’) gets a good 
mark for a clever presentation of Oh! No!, which 
he loses for an ugly backing (H.M.V. POP104/ 
45-7M 325), and a new name is Earl Edmonds, 
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who has a ‘hideous accompaniment in Old 
Fashioned Songs, which becomes less disturbing 
in Carolina tn the Morning (Parlo. DP426). 
Mr. Edmonds plays the piano, and Eddy 
Arnold plays the guitar in a country-style 
number called Two Kinds of Love on H.M.V. 
JO447. A new organist is Lou Kennedy 
(a nom de disque I am assured) in Stars Shine 
Your Eyes on Col. DB3668, and a familiar 
organist is Ken Griffin who has the distinction 
of chalking up Philips’ half millenium on 
PB500. (September in the Rain). And to top up 
here is Crazy Otto himself. Be it said he is a 
good deal more entertaining than some of the 
jangle piano players in his wake. Smiles and 
Glad Rag Doll are full of fun and are garnished 
with what twenty years or so ago we would 
have called “ clever breaks ’’. I think you will 
enjoy this record (Polydor BM6o003). 


Stop Press 

Just at the moment of going to press news 
has reached us that during the week-end of 
October 8-gth “‘ H.M.V.”’ engineers were busy 
recording the Coliseum cast of “‘ The Pajama 
Game ”’ and that a long-playing record of the 
results will shortly be available. Apologies to 
Parlophone! I have just seen R4078, a vocal 
selection from ‘‘Twenty Minutes South’.’ 
More next month. 





CONTINENTAL RECORDS 


By LILIAN DUFF 


To most of us Paraguayan music is a novelty, 
and Paraguayan Songs (Philips BBR8074) have 
the additional merit of being exceptionally well 
done. The three artistes, Parana, Garcia and 
Barboza, first joined forces in 1945, and are now 
in Europe with their President’s official blessing, 
to serve as ambassadors-cum-salesmen for their 
country’s musical wares. 

They all play the guitar and sing, but Garcia 
specialises in the Paraguayan Indian harp. 
Musicians may be interested to know that this 
instrument—like most Paraguayan harpists, 
invariably men, Garcia built his own—is made 
of wood and has 36 strings and no pedal. It is 
not chromatic but diatonic. It seems that both 
harp and guitar are played by Paraguayan boys 
from early childhood. 

This may help to account for the astonishing 
difference from the harp music we’re accustomed 
to. In both the harp solos recorded there is a 
passion, a wild, exotic quality, a haunting, 
insistent rhythm, that make this record remark- 
able. Several of the songs are in the Indian 
Guarani dialect. Two Spanish-language 
favourites, Maria Dolores and Malaguena, are 
thrown in for good measure. 

You can’t picture Maurice Chevalier with- 
out his straw hat. What an asset it has been to 
him, set at a rakish angle, raised cheekily to an 
imaginary lady, sliding down over his nose, at 
once the hallmark of the boulevardier and the 
keynote of a mood. His houses abound in 
souvenirs—strawhat ashtrays, and so on—and 
it’s only fitting that he should pay tribute to his 
old friend in song. Chapeau de paille is to be 
found in the third selection of his long-playing 
series, Rendezvous a Paris (London International 
WBog1080). The song frankly is not one of his 
best, but for old times’ sake many of his myriad 
fans will want to have it. Of the others on this 
disc I prefer the gay, rhythmic pieces like Mon 
p’tit moustique, the moustique (an odd term of 
endearment) being a piquant little sweetheart. 
Viens dans mon Heélicoptére conjures up love in a 
topical setting ; and Le Chanson des Lilas has an 
attractive tune and some amusing play on the 
sound of words. 

Others, which I don’t happen to care for so 
much, include Deux amoureux sur un banc and 
Un Gentleman—a kindly picture of an English- 


man, chivalrous in his refusal to compromise a 
lady, resolute in his refusal to carry a parcel, 
strolling down Piccadilly with his well-rolled 
umbrella and bowler hat. The title tune, 
inviting us to meet Chevalier in Paris, should 
be gaiety itself, but wouldn’t make me cross the 
Channel, even by helicopter. 

Vingt Ans de Musette (Parlophone CPMD2) 
sets out, as the title suggests, to give the atmos- 
phere of a Parisian dance-hall. There are 
tangos, javas, paso-dobles and valses musette, 
all played by Emile Prud-homme et son 
Ensemble. The melodies are tried and true old 
favourites—Violetta, Granada, Relicario, 
Mignonetie and C'est la vraie des vrai—all played 
cheerfully and efficiently, with M. Prud’homme 
as cheer-leader, crying, ‘‘ Ah, c’est formid- 
able!” and ‘‘C’est jolie, ca!’’ whenever 
something pleases him, which is often, and 
signifying approval at the end of each piece 
with an ecstatic “Ah-h-h !’’ I know Americans 
like Fats Waller, Al Jolson and Bing Crosby 
have sometimes interpolated comments, but 
they got away with it. M. Prud’homme would 

a prudent homme if he cut it out. 

We must all have sympathised with the 
pianist expected, like the hero of the Western 
ballad, to pound away interminably at the 
piano: 

‘“* He stroked the keys with an iron hand— 

God, how that kid could play ! ”’ 

L’ Homme au piano, played by Jacques Helian 
and his orchestra (Parlo. DPP27), tells 
us the sad story of the poor chap expected to 
hammer away all night like a machine. Even 
when he escapes at week-ends to the country 
and drops in at the local for a drink, he’s 
instantly recognised and pushed back on to the 
piano stool. 

In this country we never hear songs about the 
Thames—in fact when Jean Sablon once told 
me there was a popular French song Au bord de 
la Tamise, I had to confess I’d never heard of it. 
Now here’s another, La Tamise et mon jardin 
(Col. DCF149), sung by Timo Rossi. A 
simple ballad suggests that since the globe is 
big and time is short, you can enjoy life best by 
cultivating your garden and watching the world 


go by. 











